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introduction 


he chart on the facing page tells а complete story, but its а story written in a special 

language: the language of music. It contains information that allows any two musicians 

anywhere on this planet, speaking entirely different languages with their tongues, to play the 
same piece of music on their instruments. To musicians who know the language, charts like this are the 
beginning point of musical conversation; to those who don't, they are just г lot of meaningless numbers 
‘and symbols. If this chart looks more confusing than enlightening, this book is for you. 

‘Harmony and Theory evolved through years of writing, teaching, and revising the course of the same 
name at Musicians Institute. MI is a hands-on musical performance school that emphasizes the stage, 
not the classroom, so in this context the reason for studying harmony and theory is practical, not 
intellectual. The goal of the course is simply to enable anyone playing any instrument in any popular style 
to pick up a book of sheet music and understand what they see. The point is to know the language well 
enough that you don't have to stop playing while you think about it—to be able to use it as a tool to help 
you think more musically and thereby play better, quicker. As such, the knowledge contained in this book 
doesn't replace good instrumental technique, playing experience, an accurate ear, ог a sense of style, 
but it does provide a structure to tie all of those essentials together, making you a complete musician. 

Most harmony and theory books approach the subject from a classical or composition-oriented 
perspective, but this one is for those whose first love is playing popular music in ай its variations —rock, 
funk, blues, pop, country, jazz, etc. Many, И not most, popular musicians first learn to play by ear and by 
fel, copying what others have done without necessarily knowing why it works. "Ear" and “feel” players 
also tend to be very unsure about the virtue of studying theory, caught between a sense of frustration at 
being musically illiterate and a fear that too much knowledge will get in the way of natural inspiration. 
Well-rounded musicians, however, learn to use their intellect to focus and enhance their creativity, much 
as an artist studies the inside of the human body in order to be better able to paint the outside. This book 
is intended to give you an understanding of the internal structure of everyday music so that instead of 
shying away from the printed page you can read it and get past it, back to the music itself. 

As teachers and authors, we have made a great many choices regarding what to put into this book 
and what to leave out. New concepts are introduced by showing how and why they relate in practical 
terms to understanding and performing popular music. In some cases, when there are several valid ways 
of explaining a certain idea, we have chosen to lessen confusion by limiting our explanation to the one 
approach we consider the most practical. This doesn't mean that other approaches are wrong, but simply 
that too many possibilities presented too early stand in the way of your ability to clearly see the 
fundamentals. What this book does not attempt to do is to show you detailed methods for improvising, 
arranging, or composing. While those subjects are referred to trom time to time, the emphasis hore is оп 
Understanding the basic principles of music so that you can begin to read, study and listen as an 
educated musician. 

Since this book is written by players for players, we consider it to be essential that you also play what 
you see in this book. Only by getting these ideas off the page, onto an instrument (preferably keyboard 
ог guitar, so that you can play the chords), and into your ear will you gain the full practical benefit. You 
don't need to have much technique, only the willingness to take the time to figure out the notes so that 
you can hear what's being described in words. Many times, a complicated idea will quickly make sense 
When you hear it connected to a familiar sound. 

When you've finished this book, look back at that chart again, and you'll see how everything on 
the page now tells a story. You will have begun to understand a language that expresses things no other 
language can, and as a knowledgeable musician, you too will now be part of the conversation 


Carl Schroeder 
Keith Wyatt 








Part I: Tools 


Notes, Rhythms, and Scales 


No matter what the style or complexity, music can be most simply described as organized sound, and 
the purpose of studying harmony and theory is to leam the methods by which sounds are organized in 
both large and small ways. The first step in this study is to learn the written language by which music is 
communicated from one musician to another. The system of musical notation we use now has been 
developed over hundreds of years and, like any language, continues to evolve. The capacity of these 
symbols to pass along both the broad and subtle elements of music are what allow a Chinese musician, 
for example, to perform a piece of music today just as a German composer intended it 300 years ago, or 
a guitar player to write a chart this afternoon and hear the band play it tonight. 

It is very important that you develop a clear, consistent way of writing the various notes and rests so 
that other musicians wil understand what you're saying. This involves a fair amount of repettion—simply 
drawing the symbols over and over until they become natural to your hand. In the process, their meaning 
will become clearer, so that you can think less about them as shapes and concentrate more on the music. 
that comes from them. At the same time. it is very helpful И you study music reading on your instrument, 
By using notation in a practical way. you'll quickly get past the merely visual part and get to the music 
itsell. As with any language. it only becomes usable through constant application. 








usic is made up of sounds that that can be organized into three main elements: melody, 
М rhythm, and harmony. These elements аге passed from one musician to another by 

music notation, which allows a reader to precisely locate and reproduce any musical 
sound by means of a set of symbols that represent both the pitch of a note (relative sense of high or low) 
and its rhythm (placement in time). We will look first at the symbols that represent pitch. 

The system for representing pitch is based on assigning a different name to each note. These note 
names are the same as the first seven letters of the alphabet (A, B, C, D, E, F, and G) and together are 
called the musical alphabet. In spite of the large number of notes that can be produced by musical 
instruments, only seven note names are needed because the eighth note, called the octave, has the 
same sound as tha first, but higher in pitch—and therefore uses the same letter name as the first note, 
Tho octave is both the end of the first set of notes and the beginning of the next. Different instruments 
are capable of producing sounds in different ranges of pitch, some in many different octaves and some 
in only a few, but all of these pitches are notated with the same seven letter names. 


Fig. 1: the musical alphabet 
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octave 


To provide a consistent way of measuring pitch, notes are placed on a grid of five lines and four 
spaces called the staff. The lines and spaces are numbered from low to high to aid in showing the 
particular location of a note, The higher the pitch, the higher the note is placed on the staff 


Fig. 2: the staff 
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5 lines 4 spaces 
Because different instruments produce higher or lower ranges of pitch, the staff can be made to 
represent differant ranges of pitch by means of a clef sign. The two most common clef signs are treble 
clef, which is used to notate higher-pitched sounds (e.9., the guitar, the right hand of the keyboard), and 
bass clef, which is used to notate lower-pitched sounds (e.g., the bass, the left hand of the keyboard). 
These symbols, while universally recognized by their shape alone, are carefully placed on the staff so 
that they draw attention to specific notes. 
The treble clef (also called the "G clef) spirals around the line where the note 























is located, 





Fig. 3: the treble clef 
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The treble clef is drawn in two parts, with each part drawn from top to bottom, as shown below. Draw 
a line of treble clefs, being careful to end each spiral on the second line, and to keep the shape clear and 
simple. 





EXERCISE 1: Drawing the Treble Clef 
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The bass clef (also called the "F clef) has dots on either si 





е of the line where the note "Ғ" is found. 


Fig. 4: the bass clef 
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The bass clef is drawn as shown; center the dot at the end of the spiral on the fourth line along with 
the two separate dots, Draw a line of bass clefs. 


EXERCISE 2: Drawing the Bass Clef 
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Because the keyboard uses both the treble and bass clef, the two are placed one above the other 
and joined together to form the grand staff. This way, both the highest and lowest pitches can be seen 
and played together. The note that falls between the two clefs is called middle C; as it belongs to neither 
Clef, it is drawn with a short line of its own. 


Fig. 5: the grand staff. 















































Ever since the modern staff was developed, various methods have been used to help beginners 
memorize the names of the notes. One of the most traditional and effective methods is to memorize 
sentences in which the first letter of each word represents the notes in ascending order on either the lines 
or the spaces of the treble ar bass clefs. Here are the classic sentences used by generations of English- 
speaking music students: 
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Treble clef lines (in order from low to high): Е G В D F 
The sentence Every Good Boy Does Fine 


Treble clef spaces: Foe A МІСЕ Е 
Since the notes themselves spell the word "FACE." this is а good enough reminder as is. 
Bass clef lines: G^» BW «Der АРА 


The sentence is: Good Boys Do Fine Always 


Bass clef spaces: А aCe ке) 
The sentence is: АШ Cows Eat Grass 





It has also been the traditional habit of music students to invent their own versions of these memory- 
prompting devices using more personal sets of references. The more humorous or striking the image, the 
more likely that it will be accurately remembered. Feel free to improvise. 

EXERCISE 3: Naming Notes on the Staff 


Name the notes written on the staff. Write the letter name of each note in the space provided, 









































EXERCISE 4: Drawing Notes on the Staff 


Draw the indicated notes within the staff in all possible octaves. (The first one is done for you.) 
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1га pitch extends beyond the range of either.of the two clefs, this temporary extension is indicated by 
means of a short line (like that used to notate middle C), which is drawn through the note and called а 
ledger line. Ledger lines function like the lines of the staff, and notes can be placed between the lines just 
as in the spaces of а staff. Again, memorization is required; simply counting spaces and lines 
alphabetically up or down from the staff works at first, then with repetition the names become familiar 












































Fig. 6: ledger lines 
Ww. Reg SR. № 
ERU PERS 
= 
re = Е == 
DIN CAVIS SEU NISI S 
^ G 
Р G F Е 
С Бо жз et 
БЕ 
seti ан „эжее у 
ossi ida регі 


EXERCISE 5: Naming Notes on Ledger Lines 


Name the notes on the ledger lines above and below the staff. 
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EXERCISE 6: Writing Notes on Ledger Lines 


Write the indicated notes on ledger lines 


Write the indicated notes on ledger lines 
below the indicated clet. 


above the indicated clef. 
e E а б ®_ A 
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|, Mlajor Scales 
> and Sharp Keys 


он that we have a system for arranging pitches on the staff using musical notation, we 
will look at how pitches are organized into groups. 


Popular music, and almost all music anywhere in the world, is tonal; that is, its melodies and 
harmonies tend to be centered around a single musical pitch called a tonic. A group of pitches arranged. 
in steps around a tonic is called a scale, and the scale that forms the basis of most melodies is the major 
scale. The major scale is also known as a diatonic scale, meaning that it contains all seven notes of the 
musica! alphabet (called scale degrees or steps), arranged in a specific pattern above the tonic. The 
pattern, or formula, for the major scale is made up of an ascending series of whole steps (the equivalent 
of a two-fret span on a guitar or bass, or two keys on a keyboard) and half steps (the distance of one fret 
‘or one key). This formula never varies, regardless of the tonic on which it begins. 

The formula for the major scale, showing the distance from each note of the scale to the next, is as 
follows: 


Fig. 1: the formula for the major scale 
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(W = whole step, H = half step) 


Notice that the hall steps occur between the third and fourth degrees and the seventh and eighth 
degrees of the scale. This formula is the same regardless of the letter name of the tonic, or key, on whic! 
the scale is built, so the scale can be moved, or transposed, to any key and still have the same sound. 

Applying the major scale formula to the key of C, the resulting scale looks like this: 





Fig. 2: the C major scale 
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In C major, the half steps occur between the notes E-F and B-C. These are called naturally occurring 
half steps, because the distance between these notes is naturally a half step, while the distance between 
all of the other notes is naturally а whole step. You can easily see this on a keyboard because these pairs 
of notes have no black key between them. Since the key of C major can be played on the keyboard using 
only white keys, it is the easiest key to see and play on that instrument. 


1 











It a major scale starts on a tonic other than C, the major scale formula will require that modifications 
be made to the notes of the musical alphabet. To see why this is, begin a major scale on the tonic б, and 
build the scale step by step according to the formula (W-W-H-W-W-W-H) 





EXERCISE 1 


Build a G major scale on the staff below. 




















The formula states that there must be a whole step between the sixth and seventh degrees, and a 
half step between the seventh degree and the octave, but the naturally occurring half step between E and 
F causes a mismatch. The solution is to raise the seventh degree, F, by a half step in pitch, thereby 
increasing its distance from E and decreasing its distance from G, the octave. This is accomplished by 
using a sharp sign (1) in front of the F, A sharp sign has the effect of raising the following note one half 





























step in pitch. 
Fig. 3: the sharp sign 
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When F is raised to F1, the G scale fits the major scale formula. This means that а G major scale 
must always contain an Fi. 


NOTE: When spoken, the sharp is said after the name of the note, as in "F sharp" Likewise, when 
written in text, the sharp follows the letter name: F?. When written as a note on the staff, however, 
the sharp is always written before the note, centered on exactly the same line or space as the 
note itselt. 


EXERCISE 2 


Write a sharp before each of the notes shown on the staff. Place the sharp slightly to the left of the note, 
centered on the same line or space, with the horizontal lines angled slightly up, as shown: 
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EXERCISE 3 


Each of the following major keys requires the use of sharps. Build the scales according to the formula, 
adding the sharps where necessary. 


D major. 



























































ox 
NY 

































































Because each of these scales always requires the use of one or more sharps in its construction, for 
convenience, the sharps are collected at the beginning of a piece of music next to the clef sign. This is 
called the key signature. Placing the key signature at the beginning indicates that the sharps are to be 
automatically applied throughout the piece in all octaves. (This saves the time that would otherwise be 
spent writing the sharps in front of each individual note.) Sharps in a key signature are written on the staff. 
in a specific octave and order, which never varies: Е, C+, G2, D*, А+, ЕЗ, and B. 








Fig. 4: the order of sharps in a key signature 
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The key signature of C? major contains all seven sharps. All other sharp key signatures have fewer. 
For each sharp Key signature, draw the necessary number of sharps starting with F and continuing, in 
order, to the right. 
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EXERCISE 4 
Write the key signatures for each of the sharp keys next to the clef signs. 
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It is important to be able to quickly name the key signature for each major key, including the number 
and order of sharps. To help memorize the key signatures of sharp keys, use this system: 


1. Memorize these letters in order, forward and backward: 
Be ike oR pees в CE 


2. To name the key signature of a sharp key, count from right to left until you arrive at the letter 
name one step in pitch below the tonic of the key. This gives you the number and order of sharps 
in the key. For example: 


Question: What is the key signature of E major? 

Answer: D is the note one step in pitch below E. Counting the letters of the formula. 
from right to left, D is the fourth letter. Therefore, the key signature of E 
major contains four sharps. In order, they are F#, C+, Gf, and Dé. 
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EXERCISE 5 


Complete the exercise by namirig the number and names of the sharps each key 
contains: 


Key Number of sharps Names of sharps (in order) 





D major. 





A major 





E major 





B major 





F major 





Ci major 





lt is equally important to be able to look at a key signature on the staff and instantly name the key. 
When looking at a sharp key signature on the staff, the tonic of the key is the note one half step above 
the last sharp to the right. 

Looking at the key signature below, the last sharp to the right is А, One half step above that note is 
B; therefore, the key signature is B major. 


Fig. 5: recognizing sharp key signatures 
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EXERCISE 6 





Name the keys represented by the following key signatures: 


pus DR 


key: 
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Flat Keys and Accidentals 





s we have seen, major scales in certain keys require the use of sharps in order to match 
the notes of the musical alphabet to the major scale formula. There are still other keys that 
must be modified in another way to fit the formula. To see why this is, begin a major scale 
‘on the tonic F, and build the scale step by step according to the formula (add a clef sign): 
EXERCISE 1:The F Major Scale 


Build an F major scale on the staff below. 




















The formula requires that there be a hall step between the third and fourth scale degrees and a whole 
step between the fourth and fifth, but the naturally occurring half step between B and C causes а 
mismatch. The solution is to lower the fourth degree, B, by a half step in pitch, thereby decreasing its 
distance from A and increasing its distance from C. This is accomplished by using a flat sign (in front 
of the B. A flat sign has the effect of lowering the following note one half step in pitch. 








Fig. 1: the flat sign 
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When B is lowered to В), the F scale fits the major scale formula. This means that the F major scale 
must always contain а B5. 


NOTE: Like sharps, the flat is spoken after the name of the note but written on the staff before 
the note, centered on exactly the same line or space as the note itself. 


EXERCISE 2 


Write a flat before each of the notes shown on the staff. Place the а! slightly to the left of the note, 
with the open part centered on the same line or space as the notehead, as shown. 


be 
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EXERCISE 3 







Each of the following major keys requires the use of flats. Build the scales according to the formula, 
adding the flats where necessary. Key signatures contain either sharps or flats, never both. 
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Like the sharps, the flats are collected at the beginning of any piece of music in a flat key to form the. 
key signature. Flat key signatures are written in a specific order and octave that does not vary. 


Fig. 2: the order of flats in a key signature 
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If less than seven flats are required for the key signature, draw the necessary number starting with 
the B» and continuing to the right. 








EXERCISE 4 


Write the key signatures for each of the flat keys next to the clef signs as described above. 
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It is important to be able to quickly name the key signature for each flat key, including the number 
and order of flats. To help memorize the key signatures of flat keys, use this system: 


1. Use the same formula that was memorized for sharp keys: 
B. GE an (Бо Mea? асое 
2. To name the key signature of a flat key, count from Іей fo right until you arrive at the letter name 


of the key, then go one more letter to the right. This gives you the number and order of flats in the 
key. For example: 


Question: What is the key signature of A> major? 

Answer: Counting from left to right, A is the third latter; the next fetter to the right 
is D. Therefore, the key of A» contains four flats. In order, they are B», E», 
A», and D>. 
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is equally important that you be able to look at a key signature on the staff and instantly name the 
key. When looking at a flat key signature on the staff, the tonic of the key is the same as the second flat 
from the right. Looking at the key signature below, for instance, the second fiat from the right is D»; 
therefore, the key is Ob. 


Fig, 3: recognizing flat key signatures 
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NOTE: When someone is speaking the name of a key, to know right away whether it is a sharp 
key or flat key, remember that all lat keys, except the key of & have ihe word "fat" in their name, 
such as B-flat, E-flat, A-flat, etc. 


Enharmonics and Accidentals 


If you count the number of flat keys (seven), the number of sharp keys (seven), and add the kay of 
C, the total number of keys is fifteen, yet there are only twelve Вай steps in an octave. The reason for this 
apparent contradiction is that some pitches have two names—specifically, D» and Ci, Gb and Fi, СУ and 
B, When a pitch has two possible names, their relationship is described as enharmonic, Enharmonic 
tones sound the same but are spelled differently. Depending on the nature of the instrument and the 
context of the melody or harmony, one of the two possible names usually emerges as the best choice in 
a given situation. 


EXERCISE 5 


Write the С} major and Db major scales on the staff, and compare them note for note. Are the two 
scales enharmonic? 


Ci major. Db major 
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EXERCISE & 


Write the enharmonic equivalent next to each of the notes below. Remember the naturally occurring 
half steps; these will affect some of your answers. (Watch the clef sign!) 
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‘Sharps and flats may also be used outside of a key signature to temporarily change the pitch of a 
note to suit a particular melody or harmony. When this happens, the sharps or flats are called accidentals. 
A third type of accidental exists, which cancels a previously applied sharp or flat; it is called a natural sign. 
Natural signs, like sharps and flats, are drawn slightly to the left and directly in front of the nota. 


Fig. 4: the natural sign 
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EXERCISE 7 


Draw a natural sign before each of the notes on the staff. Place the natural sign to the left of the note, 
with the open part centered on the same line or space, and with the horizontal lines angled slightly up, 
as shown. 
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Intervals 






scale is a pattern of notes centered around a tonic. Within that overall pattern are smaller 
A patterns, right down to the relationships between individual notes that form the building 

blocks of both melodies and harmonies. By knowing these small relationships, it is easier 
1o gain a much greater understanding of the larger patterns and to learn to control the emotional effects 
thoy create in listeners. 


Interval Quantity 


The distance between any two musical tones is described as an interval. f the tones are played one 
alter the other, as in a melody, they form a melodic interval. The names of the intervals are based on the 
number of scale tones they contain. For example, the distance from C to D contains two scale tones, that 
is, C and D; therefore it is a second interval. The distance from C to E contains three scale tones, C-D-E, 
so itis a third interval. Intervals are the same whether measured from the lower note or from the upper 
note; for instance, the distance from E down to C, containing three scale tones Е-О-С, is still а third 
interval. 

The number of scale tones an interval contains is called the interval quantity. The quantity is counted 
the same way in any key. For instance, the quantity of the interval B» up to E», containing four scale tones, 
Bi-C-D-E», is a fourth interval; the presence of flats does not alter the interval quantity. Likewise, the 
distance from С? to Gi is a fifth interval, because it contains five scale tones, Ci-Di-E;-F:-Gr, and the 
sharps do not affect the quantity. If the interval contains eight scale tones, it is called an octavo; also, the 
distance between two notes ol exactly the same pitch (containing only one scale tone) is called a unison. 





EXERCISE 1 


Name the interval quantity of each of the following intervals. Watch the cleft 































































































Interval Quality 


Some intervals contain the same number of scale tones, yet still look and sound different. 


Fig. 1 


























Although both intervals above contain three scale tones, the exact distance from C to E is different 
than that from C to E». Interval quantity gives us a general measurement of the size of the interval. The 
exact measurement is called the interval quality, which is the number of half steps the interval contains. 
Quality can be measured in comparison to the major scale. 

How To Name Interval Quality 


1. Determine the quantity by counting the scale tones. 


2. If the upper note of the interval belongs to the major scale of the lower note, name it as follows: 


= 
= 
= 
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perfect octave ee 
Di 
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з. If the upper note does not belong to the major scale of the lower note, пате il as follows: 


^I it is one half step smaller than a major interval, itis called minor. 
If it is one half step smaller than a perfect or minor interval, it is called diminished. | 
«if it is one half step larger than а perfect or major interval, it is called augmented. 













































































































































































‘augmented 
larger | = major 
рина minor 
smaller 
diminished 
Fig. 2: interval qualities 
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EXERCISE 2 
Name the quality of each of the following intervals. Watch the се! 
= = = = = 
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Building Intervals 


o build a melodic interval going up, think of the given note as “1.” and count the number of major 
scale tones Indicated by the quantity. И the given interval is perfect or major, the process is complete. N 
not, adjust the major scale interval up or down to match the desired quality 


Fig. 3: building ascending melodic intervals 
six tones = major 6th minor Gh. 
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D) 
Tobuildaminoréh Countup 6 scale tones... Adjust the interval 
interval from G. 


NOTE: Raising a note does not always imply the use of a sharp, nor does lowering note always 
Imply the use of a fat. The key signature of the lower note wil determine which accidental, it any. 


is appropriate. 


EXERCISE 3 


Write the indicated intervals above the notes. Abbreviations for quality are as follows: 





























M for major. P for perfect d for diminished 
m for minor. A for augmented 
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Chapter 4 


To build descending melodic intervals, the bottom note must be raised or lowered to achieve the 
desired quality. Starting with the given note, count down the number of letter names indicated by the 
quantity. Now measure the distance from the lower note back to the upper. if the upper note belongs to 
the major scale of the lower note and the desired interval is perfect or major, the process is complete. If 
not, adjust the lower note up or down to achieve the proper quality. 


Fig. 4: building descending melodic intervals 
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down from C... indicated by the quantity.. 





EXERCISE 4 


Write the indicated intervals below the notes. 
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If two notes are played simultaneously, they form a harmonic interval. The quantity and quality of 
harmonic intervals is counted in exactly the same way as that of melodic intervals. 


Fig. 5: melodic and harmonic intervals 
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When augmented or diminished intervals are formed in certain keys, the presence of existing sharps 
or flats in the key signature plus the raised or lowered fifth interval can create a situation in which a pitch 
must be raised or lowered twice from its natural position. This is accomplished by means of accidentals 
called double sharps and double flats. The double sharp is formed by writing an ^x" in front of the note. 


Fig. 6: the double sharp 




















The double fiat is formed by drawing two flats next to each other in front of the note. 
Fig. 7: the double flat 


(double fiat) 




















EXERCISE 5 


Identity the following intervals using these abbreviations to name the quality: 



































M for major P for perfect d for diminished 
m for minor. A Юг augmented 
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melodic interval—two notes, one after the other—is the smallest unit of melody. Likewise, 
A a harmonic interval—two notes played together—is the smallest unit of harmony. It takes 

two or more tones written or played simultaneously to form a chord. Most basic chords are 
made up of specific arrangements of three notes, and these are called triads, Understanding how to build 
and identify the four types of triads is the first step toward understanding more complex chords and the 
progressions that are created when chords are put together. 

The first note of a triad, which gives the triad its name, is the root. The root has the same relations! 
lo a triad as the tonic has to a scale; it is the fundamental note. In addition to the root, a triad contains 
the note a third interval above the root, called the third, and the note a fifth interval above the root, called 
the fifth. 


























Fig. 1: C triad 

n 
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There are two types of triads that are extremely common: major triads and minor triads. Their 
popularity is due to the fact that they are both consonant; that is, they have a sound that is generally 
described as smooth, stable, or restful. Although both triad types contain a root, third, and fifth, their thirds 
have different qualities, which gives them their distinct sounds. The quality of the third in the major triad 
ls a major third, and the quality of the third in the minor triad is a minor third. Both triads contain a perfect 
fifth. When written on chord charts, the letter name of the chord by itself is the symbol for a major triad— 
the letter "C," for Instance, is the symbol for "C major"—while the minor triad is symbolized by the letter 
пате followed by “mi,” as іп "Cmi." Like interval qualities, the differences in triads are called triad 
qualities. 
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C major C minor 





EXERCISE 1 


Name the quality, major or minor, of each of these triads. Use the letter name of the root tor major 
triads and the letter name plus "mi" for minor triads. 




















EE = i z : : 

















sy zr 5 2$ 53 == = 

















т 





EXERCISE 2 


Build major triads above the following roots. 















































EXERCISE 3 


Build minor triads above the following roots. 












































їп addition to major and minor triads, there are two other types of triad qualities. One is a triad 
containing a root, major third, and augmented fifth; this is called an augmented triad. In the chord symbol 
for the augmented triad, the quality is symbolized by "4" as in "C«." The other triad quality contains a root, 
minor third, and diminished fifth and is called a diminished triad. Its quality is symbolized by * * " as in 
*C*" Augmented and diminished triads are considered dissonant—tense, or even jarring. These triads 
are used in chord progressions in ways that will be described later in this book. 


inished 





Fig. 3: C augmented and C dii 
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EXERCISE 4 


Chapter 5 


Name the quality, augmented or diminished, of each of these triads, Use the appropriate chord 
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EXERCISE 5 
Build augmented triads on each of the following roots. 
З 
x + == т 
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EXERCISE 6 
Build diminished triads on each of the following roots. 
7 
$ : s 
= 
3: = 
= = = 
EXERCISE 7 


Build the appropriate triads on the indicated roots. 
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Note Values 


Of those elements involve arranging notes according to various patterns and formulas to form 

scales and chords. In order to actually perform a piece of music, however, it is also essential 
to arrange these notes in the context of time; that is, itis necessary to know when and for how long to 
play them. This brings us to the topic of hythm—or, how pitches are placed in time, 


© о far, we have explored two of the three main elements of music: melody and harmony. Both 


Beats and Meter 


Ordinary clock time is divided into various units of measure, of which the smallest is one second. 
Musical time із also divided into units of measure, of which the smallest is the beat—the underlying, 
regular rhythm of a piece of music. Just as seconds are grouped into minutes, repetitiva patterns of strong 
(accented) and weak (unaccented) beats form the meter, or overall rhythmic feeling, of a piece of music. 
"The meter usually consists of groups of 2, З, or 4 beats, with the fist beat of each group being the 
strongest, and this pattem usually stays the same throughout a piece of music in order to provide a 
consistent backdrop for the melody and harmony. 

To notate rhythms on the staff, groups of beats are set apart from each other by vertical lines, called 
bar lines, drawn in front of the first beat of each group. The spaces between the lines aro called 
measures, or bars. 


Fig. 1: bar lines and measures 
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ЕЕ MERE REM 
measures 


Within the context of the meter, the duration of each individual pitch is indicated by means of two sels 
of symbols: symbols for sound (notes) and symbols for silence (rasts). The durations of notes and rests 
are most easily understood in relation to the most common metric grouping, four beats in а тезе. 

A nola that occupies a whole measure of four beats is called a whole note. It looks ike an етиу oval 
resting on its side. lis equivalent rest is the whole rest, which is suspended from the fourth line of the staff. 


Fig. 2: whole note and whole rest 


whole rest 
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whole note 























EXERCISE 1 


Practice drawing whole notes and rests. 





























Chapter 6 


A note that lasts for half of a measure, or two beats, is called а half note. The half note resembles a 
whole note but with the addition of a stem attached to the notehead. If the pitch of the note is on (һе 
middle line of the staff or above, the stem is attached to the left side of the notehead, pointing down. If 
the pitch of the note is below the middle line, the stem is attached to the right side of the notehead, 
pointing up. The equivalent rest, the half rest, sits on the third line of the staff. 





Fig. 3: half notes and rests 
half note half rests 
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EXERCISE 2 























Practice drawing half notes and half rests. 




















А note that lasts for one fourth of a measure, or one beat, is called a quarter note, The quarter note 
looks like a filled-In half note. The equivalent rest, the quarter rest, is drawn as shown. 


Fig. 4: quarter notes and rests 
quarter notes. quarter rests 























EXERCISE 3 


Praclice drawing quarter notes and quarter rests. 




















Divisions of the Beat 


Just as seconds in ordinary time may be divided into fractions for more precise measurement of, 
зау, a footrace, beats may also be divided into smaller units of musical time to accurately represent 
rhythms smaller than the quarter note. 

А nota that lasts for one Вай of a beat is called an eighth note. (Notice that it is also one eighth of а 
measure.) The eighth note is the same as a quarter note but with а flag attached to the stem, which is 
always on the right side regardless of stem direction. Generally, when two, three, or four eighth notes 
‘occur next to one another, they are connected together by means of a beam, which reduces the clutter 
of separate flags. The equivalent rest, the eighth rest, also has a single flag, which is drawn in the third 
space as shown. (Eighth rests are not beamed—as a rule, use a single larger rest rather than a group 
of small rests.) 








Fig. 8: eighth notes and rests 





























eighth notes 
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eighth notes beamed 
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EXERCISE 4 


Practice drawing separate eighth notes, beamed eighth notes, and eighth rests. 




















Fig. 6: sixteenth notes and rests 


sixteenth notes 








The smallest common note value lasts for one fourth of a beat and is called a sixteenth note. It is the 
same as an eighth note but with two flags attached. When two or more sixteenth notes occur within a 
single beat, they are connected by a double beam. The equivalent rest, the sixteenth rest, also has two 
flags, which are drawn in the second and third spaces of the staff. 


sixteenth rests 
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EXERCISE 5 


Practice drawing separate sixteenth notes, beamed sixteenth notes, and rests. 




















Eighth and sixteenth notes may be beamed toge! 
Partial beams always point inward, never outward. 


Fig. 7: partial beams 
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ther with each other by the use of partial beams. 
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Chapter 6 


EXERCISE 6 


Redraw the notes on the left side of the dash into one group by means of full or partial beams. 
ey ded a M 
м А)» 
№ À DAAD 


Beams should group notes so that individual beats can be clearly seen. When sixteenth notes are 
involved, each beat should be beamed separately from the others. 


и 
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Fig. 8: beaming for clarity 
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; follow the general direction of the notes 





When the melody moves up or down within a group of not 
by angling the beam up or down. 


Fig, 9: beam angle 
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When beaming ledger lines, stems must be long enough so that all beams are within the staff. 


Fig. 10: beaming with ledger lines 
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EXERCISE 7 


How many of the notes ar rests on the right side of the equal sign does it take to equal the value 


of the note or rest on the left? 
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EXERCISE 8 


What single large note do these smaller note values add up to? 
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Triplets 


When a note is divided into three equal parts instead of two, the result is called a triplet, A triplet 
occupies the same length of time normally occupied by two notas of the same value. This is indicated by 
drawing the number "3" above the group of notes and—if it is a quarter-note triplet, halt-note triplet, or 
partial triplet of any kind—framing it with a square bracket. 


Fig. 11: triplets 
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Chapter 6 | 


Rests and notes of the same value may be used in any combination within a triplet. 


Fig. 12: triplets with rests 














—— _——— 5. d 
Ex 2 SS So =: 








Dotted Notes 


Placed Immediately after and parallel to a notehead or rest, a dot increases the value of the note or 
test by one half its normal duration. This makes it possible to create note values in between the normal 


notes without inventing a new type of notation. 


Fig. 13: dotted notes and rests 



























































whole notes whole rests 
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quarter notes quarter rests 
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NOTE: The dotted whole rest is theoretically the equivalent of a dotted whole nole, but in practica. 
а simple whole rest is often used to indicate the total duration of a measure, regardless of how 


many beats there are in the measure. 
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EXERCISE 9 


Draw the single dotted note or rest that is equivalent to the notes or rests on the left side of the equal 
sign. 
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EXERCISE 10 


What single large note do these smaller notes add up to? 
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Spacing and Clarity 


When writing music, it is very important to be extremely clear and organized so that a musician 
reading the notes can understand what is intended. Clarity in writing is essentially a matter of common 
‘sense; that is, the music should look the way it sounds. 
Comparing all of the note values, one can see that each smaller note value divides the previous note. | 
value in two, so that two half notes or rests occupy the same amount of time as one whole note or rest, 
Wo quarter notes or rests occupy the same amount of time as one half note or rest, and so on. The same 
relationship is used when writing note values on the staff, so that a half note occupies twice the space of 
a quarter note, etc. This keeps the appearance of the music in proportion to the way it sounds, and makes 
it much easier for a reader to interpret the music properly the first 





Fig. 14: proportionate spacing of note values 
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EXERCISE 11 


The following example uses incorrect spacing, stems, and beams. Rewrite the example on the staff 
provided using correct notation. 
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Time Signatures and Ties 


s explained in Chapter 6, meter is the grouping of beats into repetitive patterns. These 
A pattems are generally made up of groups of two, three, or four beats. Technically, this 
description of beat patterns seems rather dry and mathematical, but in fact these patterns 
are essentially a way to notate various dance rhythms that have been popular at one time or another, 
which are then labeled as musical styles. For example, here are the common beat pattems along with 
the dance styles they typically represent. The accompanying words illustrate how the beat patterns are 


accented: 





Fig. 1: meter and style 





Groups of 2: march, polka, samba, country music 


Accent pattern 
АР - ре AP - ре 
STRONG - weak STRONG - weak 


Groups of 3: waltzes (Viennese waltz, jazz waltz, country waltz) 
‘Accent pattern 

BLUE - ber - Wy BLUE - be - vy 

STRONG - weak - weak | STRONG - weak - weak 


Groups of 4: most other popular styles, including rock, funk, jazz, blues, disco, etc. 





Accent pattern 
HOT - po - ta - to HOT - po - tà - о 
STRONG - weak - шегі” - weak STRONG - weak - weak - weak 








("The third beat in a group of four generally receives an accent of its own.) 





Time Signatures 


The meter of a piece of music is indicated at the beginning, just to the right of the key signature, by 
а symbol called the time signature. This consists of two numbers, one above the other. The top number 
indicates how many beats there are in each measure, usually 4. The bottom number indicates which note 
value receives one beat, almost always the quarter note, also shown by the number 4. Thus, the most 
common time signature is 4/4, which is the basic meter of rock, funk, blues, and even most jazz and 
fusion, A time signature of 3/4 most commonly indicates a waltz, while 2/4 is found in some country music, 


some styles of Latin music, marches, and polkas. 


Fig. 2: time signatures 
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Chapter 7 


їп theory, any number, such as 7, could be used as the upper number, end any number representing 
a note value, such as 8 (for the eighth note), could be used as the lower number. Time signatures of this 
type do occur from time to time in more complex styles of music, but they are far less common than those 
described above. The time signature of 4/4, in fact, is so common that itis also known as common time, 
symbolized by the letter "C" on the staff in place of the usual time signature. 


Fig. 3: common time 


SS 








A related time signature, in which the 4/4 time signature is cut in half, making it 22, is called cut time. 
This is symbolized by the letter "C" with a vertical line drawn through it. 


Fig. 4: cut time 





== 


Regardless of which time signature is used, all beats of every measure must always be occupied fully 
by some combination of either notes or rests, The total value of all notes and rests in a measure тау 
never be any more or less than the number indicated by the time signature. 


EXERCISE 1 


‘Add bar lines to each of the following examples to fit the time signatures. 

















































































































EXERCISE 2 


Each measure in the example below contains less than the correct number of beats. Add the single 
note value that is necessary to make each measure complete. 
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EXERCISE 3 
Add the one rest to each measure that will make it properly match the time signature. 
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EXERCISE 4 


Rewrite each example on the following line to fit the new time signature: Change the value of each 


nota or rest proportionately. 
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Chapter 7 


Ties 


A tie is curved line that connects two notes of the same pitch for the purpose ‘of combining their time 
value. Tied notes are treated the same as a single note, with the second note held as an extension of the 
first, When writing a tie, begin as close to the notehead as possible, and curve away from the stem of the 
note. 

Ties are used in three places: 


1. Across a barline 
When the sound of а note sustains across a barline, a tie must be used to maintain the proper 


number of beats in each measure. | 


2. Across the middle of a measure with an even number of beats 

When writing music, itis very important to keep the notes in the measure visually organized. By using 
a tie to sustain a note over the middle of the bar, rather than a single, longer note value, it is easier to 
je the division of the measure and therefore easier to read the music. 
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nth notes or rests (or smaller values) 
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з. Across the beats of a measure when writing sixt 
For the same reason that the middle of the bar is kept clear by u: 
stand alone when there are small note values, in order to avoid confusion. 
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a tie should not be confused with a slur, which. 


Although at first glance they appear to be the same, 
different pitch. 


is used to indicate the smooth phrasing of two or more notes of 


Fig. 5: slurs 





























EXERCISE 5 


Rewrite the following examples using ties where necessary (according to the rules above) and 
beaming eighth and sixteenth notes that belong to the same beat. 

































































































































































































































































































Minor Scales 








major quality, as heard in the major scale, is almost universally perceived as "bright" or "happy" and 

forms the basis of a large number of melodies in a great variety of styles. The minor quality, on the 
other hand, is usually perceived as "dark" or "sad," a quality reflected in minor scales. There are several 
different versions of minor scales, but the essential difference between the major and minor qualities 
‘comes down to a single note: the third scale degree. The major scale has a major third degree, while all 
minor scales have a minor third degree. This small difference in interval quality, and its resulting 
emotional effect, is one of the most powerful in music. 





|| п the simplest terms, there are two primary emotional qualities in music: major and minor. The 





The Natural Minor Scale 


Like the major scale, the natural minor scale is made up of & series of whole steps and half steps 
arranged in a particular order. The interval formula for the natural minor scale is as follows: 


Fig. 1: the formula for the natural minor scale 
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Notice that in this formula, the half steps are between the second and third and the fifth and sixth 
degrees. Applying this formula from the tonic note A, the scale looks like this: 


Fig. 2: the A natural minor scale 
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The naturally occurring half steps between B-C and E-F fall in exactly the right place to fit the scale 
formula, which means that the A natural minor scale requires no sharps or flats in its construction, 

Because natural minor scales are the basic diatonic scales of the minor quality, they are considered 
minor keys and have their own key signatures, just like major keys. Therefore, the key of A minor has a 


key signature of no sharps and no fits. 
The rules for building other minor scales and key signatures are the same as for major keys: from the 
tonic, write the letter names of the notes in order, apply the interval formula, and adjust scale tones up or 


down by means of sharps or flats as needed. 
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EXERCISE 1 


Build an E natural minor scale on the staves. 
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The natural minor formula states that there must be a whole step between the tonic and second 
degrees and a hall step between the second and third, but, іп Exercise 1 above, the naturally occurring 
һай step between E and F causes a mismatch. The solution is to reise the second degree, F, а half step 
in pitch by means of a sharp sign, thereby increasing its distance from E and decreasing its distance from 
G. if you haven't done so already, add the sharp sign to the F in the exercise above. The scale now fits 
the formula, which means that the E natural minor scale must always contain an Ft, To form the key 
signature for E minor, place the Е? on the staff next to the clef sign. 

Now build a natural minor scale from the tonic D, following the formula: 





EXERCISE 2 


Build a D natural minor scale on the staves. 
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The formula states that there must be а half step between the filth and sixth degreos and а whole 
slep between the seventh degree and the octavo, but the naturally occurring half step between BandC 
ausos a mismatch, Tho solution s to lower the seventh degree, B, a half step in pitch by means of a fiat 
sign, thereby decreasing its distance from A and increasing its distance from С. If you haven't done so 
already, add the flat sign to the B in Exercise 2. The scale now fits the formula, which means that the D 
natural minor scale must always contain a Bb. Place the Bb on the staff next to the clef sign if you want 
to form the key signature. 


EXERCISE 3 


Build the natural minor scales in each of the keys below. Write in the accidentals as they occur: 
these scales require the use of sharps only. 


B minor 
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EXERCISE 3 (cont'd) | 


Gf minor 
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EXERCISE 4 


Build the natural minor scales in each of the keys below. Write in the accidentals as they occur; these 
scales require the use of flats only. 





































































































G minor 
$ 1 2 
Ке minor 
$ і = 
F minor. 
$ j = 
i 
Bbminor 
& я 
s 
Ер тіпог 
Е Е: 
Т 
A Ab minor 
© ЕЕ 
о 














Relative IVlinor Keys 


In the process of developing the natural minor scales and key signatures, you may have noticed that 
the use of sharps and flats results in key signatures that resemble those we have already seen. That is, 
the absence of sharps or flats from the key signature of A minor makes it ook like the key signature of С 
major; E minor, with one sharp, looks like G major; and D minor, with one flat, looks like F major. Major 
and minor keys that are built on different tonic notes but share the same key signatures are described as 
relative keys. For each major key, there is a relative minor, and for each minor key, a relative major. To 
the eye, the key signatures of relative keys are identical. Minor key signatures are laid out on the staff 
just like major key signatures. The sharps and flats are in the same octave and same order, which never 
varies. Only by analyzing the melody to locate the tonic can a key signature be identified as major or 
minor. 

The distance from the tonic of a major key to the tonic of its relative minor is always down a minor 
third-—e.g., C down to A, G down to E, and F down to D. To help remember this relationship, think of minor 
as feeling "down," then count down three scale degrees from the tonic of the major scale. Notice also that 
the tonic of the relative minor is the same note as the sixth degree of the relative major. Using this 
knowledge, it is possible to find the key signatures of minor keys without actually writing the scales out. 





EXERCISE 5 


For every major key listed, find the relative minor, and write its key signature on the staff. The first. 
three are done for you. 
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Chapter 8 


Another way to find minor key signatures quickly is by counting up a minor third from the tonic of the 
minor key to the tonic of its relative major—e.g., from A up to С, E up to G, and D up to F. Think of major 
as being an "up" feeling, then count up three scale degrees from the tonic of the minor key. Notice that 
the tonic of the relative major key is the same note as the third degree of the minor key. Once you find 
the tonic of the relative major, you can then name the key signature for both major and relative minor. 


EXERCISE 6 


Name the relative major key of each of these minor keys. 




















G minor. > minor, 
Ff minor__ C minor. Е пог 
F minor Сі minor. D minor. 
at Bb minor. A minor. 











There is another relationship between major and minor keys that is also useful in comparing scale 
structure and key signatures. This is the relationship between parallel major and minor keys. Parallel keys 
‘are those that are built on the same tonic but have different key signatures, for example, C major and C 
minor. The parallel relationship offers a step-by-step comparison of the construction of the two scales. 


EXERCISE 7 


Оп the first staff, build one octave of the C major scale. On the staff below it, build the C natural 
minor scale. Add accidentals next to the notes where necessary. 


C major 









































48 


Comparing the two scales visually, itis obvious that three notes in the C minor scale are different than 
those in the C major scale. If the scale steps are numbered, they compare as follows: 


Cmjr 1 2 з 4 5 6 7 8 
C minor: 127905 1571306 5778 
Based on this comparison, itis clear that the C minor scale can be built by lowering the third, sixth, and 
seventh degrees of the C major scale, and that the resulting key signature is the same as that obtained 


by bullding the scale step by step from the tonic, using the natural minor scale formula. 
Now compare the A major scale to its parallel minor: 


EXERCISE 8 


On the first staff, build one octave of the A major scale. On the staff below it, build the A natural 
minor scale. Add accidentals next to the notes where necessary. 


A major 




















A minor 


4 














Comparing the two scales, the A minor scale looks like ал A major scale without the sharps—that is, 
the third, sixth, and seventh degrees have been lowered, just as when comparing C major and C minor, 
but this time by eliminating a sharp rather than by adding a flat. The resulting key signature for A minor, 
no sharps or flats, is again the same as that obtained by using the formula to build the scale from its tonic. 

The comparison of parallel major and minor scales is the same for every key and results in a simple 
and very common way to describe the natural minor scale: as а major scale with a lowered third, sixth. 
and seventh. This view is accurate and provides a handy way to quickly compare the scales. Remember, 
however, that this comparison is only technical. The different emotional quality of natural minor scales 
results from a structure that is very different from major scales, and to the listener minor scales are in no 
way heard as "altered major scales." As a writer or an improvisor, musicians must learn to hear and use 
the different scale qualities to create melodies with the subtle emotional effects that give music its unique 


powers of expression. 





NOTE: When comparing the A major and A minor scale structures, calling the lowered (or 
"natural third, sith, and seventh scale degrees "fat three," За! six and “flat seven" is technically 
incorrect. In everyday language, however, itis very common to use the terms "fla and "sharp" to 
mean the seme thing as lowered" and "raised." This usage is acceptable so long as it is 
understood that, depending on the key signature, lowering a note does not always involve the use 
of a flat and raising a note does not always involve the use of a sharp, as these changes may 
also be accomplished with natural signs. (See Exercise 8.) 














Pentatonic Scales 








entatonic scales are perhaps the most widely used scales in music. Found in the music of 
ED nearly all ancient cultures, today they are used in musical styles ranging from blues and rock 

to jazz and classical. The term "pentatonic" describes the number of tones in the scale— 
“penta” means five, and "tonic" refers to tones. Therefore, pentatonic scales contain five tones, as 
‘opposed to diatonic scales, which contain all seven tones of the musical alphabet. Although they contain 
fewor notes, the two pentatonic scales in common use stil reflect the major and minor qualities of their 
diatonic counterparts. 





Major Pentatonic Scales 


Major pentatonic scales can be seen as major scales minus the fourth and seventh scale degrees, 
leaving the following notes: 1, 2, 3, 5, and 6. 


Fig. 1: C major and C major pentatonic scales 
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The major pentatonic scale has a simple, uncluttered sound and solves a problem that the diatonic 
major scale presents to untrained or inexperienced improvisors. The fourth and seventh scale degrees of 
the major scale, being a half step away from the third and octave respectively, have strong tendencies to 
resolve. If they are left unresolved without a clear purpose, as they often are when musicians first begin 
improvising, the resulting effect is unstable and incomplete. By eliminating these tones from the scale 
along with the half step intervals, the melodic difficulties are reduced, but the essence of the major quality 
remains. Melodies become much easier to manipulate, which accounts in part for the universal appeal of 
the pentatonic scale, 





EXERCISE 1 


Build major pentatonic scales on the staff in the following keys. Use accidentals where needed. In 
practice, the key signature of the diatonic major scale may be used when writing major pentatonic 
melodies. 
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Minor Pentatonic Scales 


Minor pentatonic scales may be seen as the diatonic (natural) minor scale minus the second and sixth 
degrees, leaving the following notes: 1, 53, 4, 5, and 97. 


Fig. 2: C natural minor and C minor pentatonic 
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In natural minor scales, the fourth and seventh scale degrees are а whole step from the third and 
octave respectively, so they don't have the same tendency to resolve that these tones have in the major 
scale. However, the second scale degree (a half step below the minor third) and the sixth scale degree 
(a half step above the perfect fifth), if handled carelessly, can create the equivalent problem in minor keys, 
The minor pentatonic scale eliminates these half steps, yet still contains the essence of the minor quality 
and serves a function equivalent to the major pentatonic—that of a simple, straightforward scale for 
improvising and composing. 





EXERCISE 2 


Build minor pentatonic scales on the staff Іп the following keys. Use accidentals where needed. In 
Practice, the key signature of the diatonic minor scale may be used when writing minor pentatonic 
melodies, 
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Part Il: 
Structures 


Chords and Chord Progressions 


The true study of harmony begins when chords are placed one after another to form 
progressions, While in the past, melodies were usually the essential ingredient around which 
а song would be built, today chord progressions and their related rhythms provide the basic 
structure of a great deal of popular music. 

Popular music is still fairly conservative in its use of harmony. The diatonic system was 
mostly discarded years ago by classical and avant-garde jazz musicians, but itis stil the main 
foundation of popular styles. The introduction of blues added elements that have bent the 
diatonic rules of harmony considerably, but the diatonic system remains the most important 
structure for understanding how chords are put together. 

Other variations have developed in how the chords themselves are structured, with notes 
being added or altered within the basic qualities to form richer and often more dissonant 
sounds without going outside the diatonic system. Understanding this system is the key to 
understanding popular music, both as a player and as a writer. 








Harmonizing 
the Major Scale 





the basis for how we construct and understand melodies in major keys. Likewise, the major 
scale is the basis for constructing and understanding major chord progressions. When 
harmonies are built by stacking the notes of the major scale in intervals of a third, the result is an 
organized system of chords called the harmonized major scale, also known as diatonic harmony. Many 
of the chord progressions heard in popular music are diatonic, and an understanding of diatonic harmony 
is the basis for understanding the harmony of all types of music. 
‘Any major scale can be harmonized using the following method: 


ЕР entatonic scales are extremely popular and useful, but the diatonic major scale stil provides. 


Step 1: Write out the scale, note for note. 
We'll look at the C major scale as an example. 


Step 2: Above each scale tone, write the scale tone that is a third interval higher in pitch. 
That is, above C, write E; above D, write F, and so on through the scale, The scale is now 
“harmonized in thirds," resulting in a set of intervals in which all of te notes belong to the C major 
scale. Since the scale tones are not all the same distance apart, the third intervals vary in quality, 
with some major thirds and some minor thirds. Beneath the intervals, write the qualities of the 
thirds. 























interval qualities: -- — — — — — 


Step 3: Above each third interval, add the scale tone a fifth interval above the lowest note. 
That is, above C and E, write G; above D and B, write A; and so on. This is the method for 
harmonizing the scale in triads. As you complete each triad, determine its quality and write it 
underneath the statt, 


pe FEE 


ше — — 























EXERCISE 1 


Harmonize the Bb major scale in triads on the staff below, figure out the triad qualities, and write 
them underneath the staff. Remember the key signature! 


E: 


D) 
triads: 























What quality аге the B», Es, and F triads? — д ---- 
What quality are the C, D, and G аё? — — ———— 


What quality is the A triad? --------- 








Chapter 10 





Numbering Chords 


It should be apparent that the order of chord qualities in each key is the same; only the names of the 
roots are different. Since all major scales are built in the same way, the same order of chord qualities will 
apply in every key. This allows us to derive a formula for chord qualities, eliminating the need to build 
harmonized scales one at a time. 

As we have already used numbers to describe the position of single notes in a scale or chord. 
mecessary to have a different type of numbering system when referring to complete chords. Scale 
degrees are identified by Arabic numbers (1, 2, 3...). Chords, however, are identified by Roman numerals, 
(1,1, Il...) For example, the note Е is the third degree (or simply "3rd") of the C major scale or a C major 
triad, while the E minor triad is called the "Ill chord" (pronounced “three chord") of the C major harmonized 
scale. Applying this system of chord numbering to the harmonized major scale yields the following 


formula: 





is 








Fig. 1: formula for the harmonized major scale 
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NOTE: One system of chord numbering uses upper- and lower-case Roman numerals to indicate. 
chords and their qualities (e.g, 1, П, Й, IV, etc.). Another system uses all upper-case numerals 
followed by the chord quality, such as I, limi, ІІті, IV, etc. There is no single system used by all 
musicians or music scholars. For the sake of clarity and consistency, we will use the latter system. 


EXERCISE 2 


Using the above formula, write the name of each triad in the harmonized scale of each key. 





о Harmonized Major Scales 





1 Keys 1 1 mi Mimi м 
C major. c Dmi Emi F 


F major 











G major 





B major 





D major 





Eb major 





A major 





Ab major 





E major 








Dh major 




















B major 2 
































EXERCISE 3 


1. Without consulting the previous harmonized scale table, name these triads: 


IV chord of E» major ilimi chord of G major 
V chord of A major Vimi chord of B» major 
limi chord of D major Imi chord of F major 
Vile chord of Ab major. V chord of major 
Шті chord of B major. МІР chord of ОУ major 
Vimi chord of A major. IV chord of C major 

















2. Each of the chords below is a IV chord; name the key to which it belongs. 


Bb: A Ex 
D»: в: D: 





| n 





3. Each of these chords is a Vimi chord; name the key to which it belongs. 


Bimi: 
Fmi: 


Bmi: 
Emi: 











EXERCISE 4 





Write the following chord progressions in the keys indicated. 


























1. Progression: р м v 
Key: с: 
ғ: 
в: 
2. Progression: 1 Vimi limi 
Key: вы 
D: 
в: 
3. Progression: 1 Mmi Vimi 
| Кеу: А: 
| Ab: 
E: 
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Chapter 10 


EXERCISE 5 


Convert the chords to Roman numerals in the keys indicated. 

















1, Key of F: F в с F 
numerals: 

2. Key of G: 6 Emi c D 
numerals: 

3. Key of Bi: в Gmi Cmi F 
numerals: 

4, Key of D: D Fimi Bmi 6 
numerals: 

5. Key of A: Сіті Fimi вті E 
numerals: 

Transposition 


When a formula exists that is the same for all keys, it becomes possible to play a melody or 
progression in any key by converting the notes or chords in one key to numbers, then converting those 
numbers back to notes or chords іп the new key. The relationships will all be identical; only the note 
names will change. Moving a melody or progression from key to key is called transposing, and the ability 
to transpose is important for composers, accompanists, and improvisors alike. The use of number 
relationships combined with the knowledge of how to play an instrument in all keys allows a piece of 
music to be quickly and accurately transposed on the spot. 





EXERCISE 6 


Translate each of the following progressions into Roman numerals, then transpose them to the key 
of C major. 


F с р вь ER Ami Gmi c 
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EXERCISE 6 (cont'd) 
2 
a љ в в Cni Aab Gai Fmi Bb 
numerals: 
key of C: 
> Fm G D ^ сө р вш A 
pE 
numerais: 
key of C: 

EXERCISE 7 


Translate each of the following melodies into numbers by finding the scale step number of each note 
in relation to its key signature. One melody is in a major key, and the other is in a minor koy—look at 
the melodies closely in relation to the key signature to figure out which is which. After you have figured 
ош the numbers, transpose the major melody into the key of C major and the minor melody into A 


minor. 
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. Harmonizing 
‹ the Minor Scale 








з ме have seen in previous chapters, the natural minor scale serves as the source of 
diatonic melodies in minor keys just as the major scale is the source of diatonic melodies 
in major keys. Likewise, the harmonized naturel minor scale is the source of diatonic 


harmony in minor keys. Minor and major scales are harmonized using exactly the same method, 
illustrated here: 


Step 1: Write out the scale, note for note. 
We'll look at the A natural minor scale as an example. 


Step 2: Above each scale tone, write the scale tone that is a third interval higher In pitch. 
That is, above A, write C; above B, write D; and so on through the scale. The scale is now 
“harmonized in thirds,” resulting in a set of intervals in which all of the notes belong to the A minor 
scale. Since the scale tones are not all the same distance apart, the third intervals vary in quality, 
with some minor thirds and some major thirds. Beneath the intervals, write the qualities of the 


thirds. 
£j АЕ = 


interval qualities: -- -- -- — — — — 




















Step 3: Above each third interval, add the scale tone a fifth above the lowest note. 
That is, above A and C, write E; above B and D, write F; and so on. The scale is now harmonized 
in triads. As you complete each triad, identify its quality and write it underneath the staff 




















EXERCISE 1 


Harmonize the G minor scale in triads on the staff below, figure out the triad qualities, and write 
them underneath the staff. Remember tho key signature! 


" 




















triads: 
What quality are the G, C, D, and triads? SS ——=— 
What quality are the В, E», and Ftriads? .---->--- 


What quality is the A triad? 









’ Harmonizing 
‹ the Minor Scale 


$ we have seen in previous chapters, the natural minor scale serves as the source of 
A diatonic melodies in minor keys just as the major scale is the source of diatonic melodies 
major keys. Likewise, the harmonized naturel minor scale is the source of diatonic 

inor keys. Minor and major scales are harmonized using exactly the same method, 





harmony in 
illustrated here: 





Step 1: Write out the scale, note for note. 
We'll look at the A natural minor scale as an example. 


Step 2: Above each scale tone, write the scale tone that is a third interval higher in pitch. 
That is, above A, write C; above B, write D; and so on through the scale. The scale is now 
"harmonized in thirds,” resulting in a set of intervals in which all of the notes belong to the A minor 
scale, Since the scale tones are not all the same distance apart, the third intervals vary in quality, 
with some minor thirds and some major thirds. Beneath the intervals, write the qualities of the 
thirds. 
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interval qualities: 


Step 3: Above each third interval, add the scale tone a fifth above the lowest note. | 
That is, above A and C, write E; above. B and D, write F; and so on. The scale is now harmonized 
in triads, As you complete each triad, identify its quality and write it underneath the staff 
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EXERCISE 1 


Harmonize the G minor scale in triads on the staff. below, figure out the triad qualities, and write 
them underneath the staff. Remember tho key signature! 





























"n 

triads: 
What quality are the G, C, D, and triads? TES ee 
What quality are the B5, E», and F triads? punc aur кыз 


What quality is the A triad? 





Based on harmonizing these two scales, itis clear that the same idea that applied to harmonizing the 
major scale also applies to harmonizing the minor scale: the chord qualities occur in exactly the same 
order regardless of key. As a result, we can derive a formula for chord qualities that will be the same for 
all harmonized natural minor scales. 


: formula for the harmonized minor scale 





Fig. 
I т ш м Veni Ул м 


NOTE: When numbering scale tones in minor keys, itis common to compare them to major scale 
tones, in other words, the third degree of the A minor scale, С, is typically called 53" (flat three"), 
while the third degree of the A major scale, С, is called simply "3: The same practice applies to 
numbering chords. The third chord in the harmonized A minor scale, C major, is labeled "Ш" 
("llat three major’), while the third chord in the harmonized major scale, С? minor, is labeled "imi" 
(‘three minor’). Keep in mind that the terms “flat” and "sharp" are used here in the general sense 
of "lowered" and "raised" —whether or not an actual fat or sharp sign is appropriate will depend 


on the key signature. 


Just as each minor scale has a relative major scale that shares tho same key signature, minor and 
major scale harmonies are also relative. The same triads that are found in the key of A minor are also 
found in the key of C major. This does not mean that the two keys are “the same” except that they share 
the same key signature; each is a complete system built around its own tonic. Since they do share the 
key signature, however, some time can be saved at first in locating the specific names of notes and 
chords in minor keys by comparing them to the relative major. Once you have gained some experience 
with minor keys, it will become easier to see them on their own, apart from major. 


EXERCISE 2 
Using the formula, write the name of each triad in the harmonized minor scale. 


‘The Harmonized Minor Scales 





} keys 1 | ті Ld ип Imi Vmi wI ууп 
А minor Ami в” с Dmi Emi F в 
D minor 











E minor 





G minor. 





B minor 





С minor 





Ей minor 





F minor 





С? minor 








В» minor 




















| Gf minor 
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Chapter 11 


EXERCISE 3 





1. Without consulting the previous harmonized scale table, name these triads: 


IVmi chord of C minor МИ chord of E minor 

Vmi chord of Fé minor УМ chord of B» minor es 
Ii* chord of B minor chord of D minor .— — 
VII chord of F minor Vmi chord of Cè minor _ 
МИ chord of G? minor WII chord of B> mir — 
bVI chord of Е? minor Imi chord of Aminor 


ІШІ 


2. Each of the chords below is a Sil! chord. Name the minor key to which it belongs: 


B: G: A: 
Di: с: D: 








3. Each of the chords below is a Vmi chord. Name the minor key to which it belongs: 









































Bmi: Ви 
Emi: Fmi: 
EXERCISE 4 
Write the following chord progressions in the keys indicated. 
1. Progression: Imi ІУті Vmi Imi 
Key: G minor: 
C minor: 
D minor: 
2, Progression: Imi м 271 Vmi 
Key: F minor: 
A minor: 
B^ minor: 
3. Progression: Imi bm w Үті 
Key, FE minor: 
Ct minor: 
B minor: 
EI 








EXERCISE 5 


Convert the chords to Roman numerals in the keys indicated. 




















1. Key of G minor: Gmi в в Dmi 
numerals: 

2. Key of B minor: Bmi Emi e Fimi 
numerals: 

з. Key of С} minor: Сіті Е А Fimi 
numerals: 

4. Key of F minor: Fmi Cmi D в 
numerals: 

5. Key of E minor: Emi D в Bmi 
numerals: 

EXERCISE 6 


Translate each of the following progressions into numbers, then transpose them to the key of A minor. 


bO Dmi Ami F Gmi c F E Ami 


2 = 

















numbers: 





key of A minor: 
| M. dem Cmi бай Fmi Eb D* Gmi 























numbers: 





key of A minor: 
3 


J 


numbers: 


D Emi Bmi Fini A Bmi [3 Fini 
































key of A minor: 


во 

















Diatonic Seventh Chords 


popular harmony, especially rock. When a fourth diatonic note, the seventh, is added to each 
of the diatonic triads, a more complex sound is created that is both more dissonant and more 
‘emotionally subtle. The resulting chords, called diatonic seventh chords, define the fundamental harmony 
of styles such as blues and jazz. 


ID iatonic triads have а direct emotional quality that makes them very well suited for much of 


Buildi 





g Diatonic Seventh Chords 





The first step in learning to build diatonic seventh chords is to expand the harmonization of the major 
and minor scales by adding a seventh interval to each of the diatonic triads. 


EXERCISE 1 


Harmonize the C major scale, adding a seventh to each of the triads. 


























When the results of harmonizing the C major scale in sevenths are analyzed, there are four different 
seventh chord qualities that result: 


4. The 1 and IV chords are both major triads with the addition of a major seventh degree above the 
root (the intervals C-B and F-E). They are called major seventh chords. 























$ ЕЕ 





2.The ii, iii, and vi chords are all minor triads with the addition of a minor seventh degree above 
the root (the intervals D-C, E-D, and A-G). They are called minor seventh chords. 



































3. The V chord is a major triad with the addition of a minor seventh degree above the root (the 
interval G-F). It is called a dominant seventh chord. 

















1 F = 


4. The VII chord is a diminished triad with the addition of a minor seventh degree above the root (the 
interval B-A). It is called a minor seven flat five chord. 
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Compare the construction of the diatonic seventh chord and triad qualities when based on the same 
root. This will show how the differences in interval quality within each chord affect the overall chord 


structure. 


EXERCISE 2 


Write each chord type on the staff based on the root C. 

















%- 











D) 
majortiad парта dominant 7th пиш | minor7th diminished iad minor 7005) 
35) 03,5) 5.37) (35 (зз) 03,9) (135) 

EXERCISE 3 


Build these seventh chords on the staff. 


Bbma? ЕУ Спіть)  Fmi? E] Ета? бат Ami7(65) 

















| # 
| 





Fimis) бш? Dbma? D7 Bmi? Bb? Gmitbs) Ала? 
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Chapter 12 


Harmonizing the Major Scale in Sevenths 


When the C major scale is harmonized’in sevenths, the result is à certain order of chord qualities. 
Since all major scales are buit according to the same formula, this order will be the same in all Keys, just 
as it was for diatonic triads. 


| Fig. 1: formula for the harmonized major scale in sevenths 


(ma? ши Ша? ІМта? М7 Міті? Мііті705) 


Notice that the names “major seventh” and “minor seventh” are nearly the same as the names ot triad 
qualities built on the same scale degrees. The other two seventh chord names, the V7 (‘dominant 
seventh") and the Vilmi7@5) (‘minor seven flat five"), are different (гот those of the triads built on the 
same degrees. Simply remembering which chord names are similar to those of the diatonic triads and 
Which are different makes it unnecessary to create a table of all of the seventh chords in every key. 





Harmonizing the Natural Minor Scale 
in Sevenths 


Adding sevenths to each of the diatonic triads in the harmonized natural minor scale is done by the 
‘same procedure that was applied to the major scale. 
EXERCISE 4 


Harmonize the C minor scale, adding a seventh to each of the triads. Underneath the staf, abel 
each seventh chord, including its quality. 


‚ = 


quality: 


























There are four seventh chord qualities, just as in the harmonized major scale, but in а different order. 


Since all natural minor scales are identically constructed, the same order of qualities will result for any 


key, allowing the creation of а formula. 
Fig. 2: formula for the harmonized minor scale in sevenths 


ий Петро) Мітау Мой \утт Ута? УЛ? 








Again, as in the comparison of the diatonic triads and seventh chords in major keys, remembering 


which names are similar and which are different eliminates the need to list all seventh chords in all keys. 
separately. To name any seventh chord in any key, major or minor: 





1. Use the key signature to identify the root. 
2. Add the chord quality that belongs with that scale step. 


EXERCISE 5 


Based on the scale harmony formulas for major and minor keys, find the names of the indicated 
seventh chords. 


1. Name the V chord in the key of: 


Fmao = E major E minor. 
Amar ті G minor. 


| 


2. Name the VI chord in the key of: 


G major В так — _ Fmior = 
D major A minor B minor 


3. Name the Il chord in the key of: 


Eb major B major Е: minor 
Ab major C minor G? minor 


| 


4. Name the IV chord in the key of: 


A major E» major F minor 
G major G minor C minor 


| 


5. Name the Ill chord in the key of: 


F major. Bb major E minor 
D major D minor B minor 


6. Name the VII chord in the key of 


Ab major C major A minor 
B major. F$ minor G* minor. 


ва 











Key Centers 





usicians in the field of popular music are routinely required to work with chord charts that 
ІМ are not accompanied by key signatures, or that change key at some point during а piece. 

of music without a change in the written key signature. In order to create а melody, 
improvise, or play a melodic bass line in such a situation, it is necessary to be able to tell what key а 
progression belongs to by means of the chords alone. Listening to the piece and finding the key by ear 
is generally the most musical approach, but it is also possible to see what key the progression is in by 
analyzing the chords to find out how many belong to the same harmonized scale. Locating the single key 
that a group of chords have in common is called finding the key center. 


Finding Major Key Centers 
‘The method for finding the kay center of a chord progression is as follows: 


Step 1: Look at each of the chords in the progression, and list the keys to which they 
could belong based on their quality. Since the harmonized major scale contains three 
minor seventh chords (ит, ІІті7, and Vimi7), each minor seventh chord could belong 
to any of three different keys. The major seventh chords could be either Іта? or та? 
of two different keys, and the dominant seventh chord will be V7 of one key only. 
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% E 
т 
possible keys: О с G G G 
ru r IE 2 
re = 


Step 2: Compare the possible keys to find the one key to which all of the chords belong. 
This is the key center of the progression. What is it? 





Step 3: Below the staff, write the Roman numeral for each chord as it relates to the key 
center. The Roman numeral of a chord is commonly referred to as its chord function. 
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function: Vimi? Тута? Ami? vI Ima? 





From the example above, it is clear that the quickest indicator of the key center is the dominant 
seventh chord, as it is found in only one place in the harmonized major scale. In fact, the V7-1 


music, with the dissonant V7 chord creating a feeling of motion toward 


progression is the most commor 
ion that 


the consonant | chord. Because it is so common, itis nearly guaranteed to appear in any progressi 
includes seventh chords. As a rule, when analyzing a progression, first identity the key to which the 
dominant seventh chord belongs, then check the other chords to confirm that they also belong to the 


same key. 











EXERCISE 1 


Find the key center of the following progression, and identify the function of each chord, writing it 


below the staff, 





























Ebma7 Abma? — Cmi? Fmi? вы? Ebma? 
v 
funcion: KEY: 
EXERCISE 2 


This progression contains several different key centers. Identify the function of each chord, and write 
it below the staff, bracketing the key centers above tho staff as shown. 


KEY: —— F —— 
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Identifying Minor Key Centers 





In theory, minor key centers can be identified using exactly the same technique; in the natural minor 
harmonized scale, the dominant seventh chord is a VII7 chord rather than a V7 chord, but it still belongs 
to only a single key and therefore points directly to the key center. 


Fig. 1: natural minor chord progression 
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function: imi? лшы? Ут? эх? KEY: C minor 
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Chapter 13 





In practice, things are somewhat more complicated in minor keys. For reasons that will be explained 
more Шу at a later point, the natural minor scale and its harmonies are often altered in order to create 
more powerful and pleasing melodies and chord progressions. One resuit of this alteration is that very 
‘ten the V chord in minor keys is changed from a minor seventh chord to a dominant seventh chord, 
making ihe specific function of the dominant chord less clear to the eye. It becomes necessary to look for 
interval relationships between chords, that is: 


+ If there is a minor chord a whole step above the dominant seventh chord, then the 
dominant seventh chord is »VII7 and the minor seventh chord is Imi7, as seen in 
Figure 1. 


« Mf there is a minor seventh chord a perfect fifth below the dominant seventh chord, then 
the dominant seventh chord is V7 and the minor seventh chord is Imi7, as seen here: 





Ebma? Cmi? D7 Gmi? 
































bVima7 тутт. vi Imi? KEY: G minor 





‘Another quick indicator of the key center in minor keys is the minor seven fiat five chord. This chord, 
ils used in the progression, functions exclusively as a Il* chord in the natural minor scale harmony. 
"his makes the minor seven flat five chord the most obvious visual indicator of the key center in minor 
keys. (In practice, the minor seven flat five chord is only rarely seen аз а Vile chord in major keys.) 


EXERCISE 3 
‘Analyze the function of each chord, and locate the key center. 


Dmi? e Bim Ет) A7 Dmi? 
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funetion: 


Finding Key Centers їп Triad Progressions 


We have identified the dominant seventh chord and the minor seven fia five chord as the easiest 
ways to locate key centers in major or minor keys. In popular styles like rock, however, it is very common 
Tor progressions to be made up exclusively of triads, which means that the V chord is а major triad, just 
ike the IV and I chords. Also, in triad progressions itis unusual for the diminished triad (VII? in major keys. 
|I in minor keys) to appear at ай, since it is much more dissonant than the major and minor triads that 
make up the rest of the scale harmony and therefore sounds out of place 
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The question is, then, how may the key center be identified wren each chord could theoretically have 
more than one function? The answer can be found in two ways. 


А. Rearrange the chords into a scalewise order 


In the exercise below, each of the chords could theoretically belong to at least two different 
keys. When arranged into a harmonized scale, though, they only fit together into one pattern. 
Finding the correct key involves a process of trial and error. Begin by guessing which chord is 
likely to be | and seeing if the rest of the chords fit into its scale harmony. If not, try another 
potential | chord until you find the one with which the rest of the chords make sense. 


EXERCISE 4 


Rearrange the chords in the progression below until you find the single scale harmony to which 
they all belong. Only one key contains all of the chords, so experiment until you find the actual | chord. 
When you find it, write the chord names and functions in the spaces provided, 


A B бы Сіті Рф B E 
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chord name: 
(in scalewise order) 
function: 











Use your ear 





Play the progression on an instrument and listen. In practice, this is the surest way to find 
а key center whether the progression includes seventh chords, triads, or both. Diatonic 
progressions are by definition tonal, revolving around a single tone center. The tone center 
becomes clear by listening to the progression long enough to hear where it resolves (settles on 
the tonic chord), then identifying the name of the tone center by matching that note on an 
instrument. While not every popular song begins on the | chord, almost all popular songs end on 
the I chord. Play each of the progressions in this chapter on a keyboard or guitar to find out how 
quickly you can hear the key center. Sing the note, match it on your instrument, and check to see 
that itis the same as what you found by analyzing the chords. 


Finding key centers by sight alone is difficult in many cases, and some experience is required before 
it becomes an efficient method. The process of training the ear is partly a process of learning to hear what 
you see, so that when you actually begin to play, you already know the outcome. The combination of 
education and a trained ear allows a musician to be both knowledgable and musical, two essential 
ingredients of a versatile career. 




















he process of identifying key centers in diatonic major and minor chord progressions is 
E generally fairly simple once you have some experience. In most cases, a dominant seventh 
chord points the way directly to the tonic chord, and the other chords may then be quickly 

analyzed. 
However, modern harmony is often not entirely diatonic, and there are a certain number of variations 
that must be understood for you to have much success at analyzing progressions in the "real world.” The 
remainder of your studies in the field of harmony and theory will deal predominantly with exceptions to 


the straightforward rules of diatonic harmony and melody. The first such exception is blues. 
Blues Harmony 


Blues is a style that combines elements of African and European musical traditions in a unique blend 
that deties analysis by classically-based methods. 

The three basic chords In blues are the same as the three basic chords in the diatonic system: |, IV, 
and V. What sets blues harmony apart from traditional Western European harmony is the quality of the 
sevenths. We have been taught to recognize dominant seventh chords as V chords related to a single 
tonic, but in blues, all three chords are dominant sevenths; that is, the 1 and IV chords as well as the V 
chord are dominant-quality chords. In blues, the fact that ай of these chords are dominant sevenths does 
not imply the existence of three different keys; briefly listening to a blues progression will make it obvious 
that, despite the chord qualities, there is clearly a single tonic chord, and the other chords function in 
essentially the same way that they do in diatonic progressions. While the use of the dominant seventh 
chord outside its diatonic role was first heard by classically-trained musicians as dissonant and 
unresolved, it is now accepted as normal. 

‘The chords in blues are generally arranged in one of several traditional progressions that evolved 
around the beginning of the twentieth century, according to available information. The first and by far the 
most common of these progressions is the twelve-bar blues. This progression remains essentially the 
same regardless of key or tempo, and is most usefully learned by memorizing the order of chords and 
the number of bars for each. It can then be transposed into any key on any instrument. 





Fig. 1: the twelve-bar blues 
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Transpose the twelve-bar blues progression into each of the following keys, writing the proper chord 
names above the appropriate bars. 
































EXERCISE 1 


Bb7 









































EXERCISE 1 (cont'd) 
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Another traditional progression is the eight-bar blues. It actually comes in several different varieties, 
but the two most common variations are as follows. 
























































Fig. 2: eight-bar blues progressions 
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EXERCISE 2 
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Transpose the first eight-bar blues progression above into the key of G major. 


In both the twelve-bar and eight-bar progressions, only I7, IV7, and V7 chords are used. Notice that 
in each case, the progression begins on the I7 chord and appears to end on the V7 chord. In reality, these. 
progressions are intended to be played over and over, so the last V7 (called the turnaround) actually does 
resolve to the first 17 chord when the progression repeats. Although all three chords share the same 
quality, the tonality is obvious due to the strong root movement between I7, IV7, and V7 that points the 
ear clearly to the correct function. This is true also in other blues-style progressions that may add other 
chords, use other chord arrangements, and even vary the qualities of the chords (as in minor blues, 
where the |, IV, and V chords are all minor). The relationship of |, IV, and V is so strong that it binds the 
harmony together despite these variations. 
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Chapter 14 


Blues Melody 


One of the unique, striking aspects of blues is the sound ol the melody. Again, it breaks the rules we 
have established regarding the diatonic relationship between the melody and harmony, Just as the blues 
progression is technically nondiatonic yet sounds nearly as direct and tonal as the harmonized major 
Dile, blues melody is unlike either the diatonic major or minor scale yet also sounds just аз tonal. Actual 
blues melodies dely traditional musical notation by including sounds that lterally fall between the notes 
‘onthe staf, but they can be simplified somewhat and organized into a set of notes called the blues scale. 
‘The blues scale most closely resembles the minor pentatonic scale with the addition of an extra note 
commonly called the fatted fit^. (Also called the “lat five,” this note is technically a diminished fifth or 
augmented fourth, depending on context, but in blues is rarely referred to by those names.) 


Fig. 3: the blues scale 
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scale steps: 1 „м СА 13 
EXERCISE 3 
‘each of the following keys. 




































































































































































“The uniqueness of the blues scale lies in the blue notes, those notes in ће scale that technically clash 
with the harmony. Since the blues scale is used primarily over dominant seventh chords, one would 
expect the scale to match the sound of the chord. However, the blues scale contains two notes that 
actually clash with notes of the dominant seventh chord, creating а melodic dissonance that is а 
trademark of blues. These two "blue" notes are the minor third and the fat five. Placing emphasis on 
these “wrong” notes is much of what makes blues sound “bluesy.” (The minor: seventh is also sometimes 


considered a blue note, although itis already part of the dominant chord.) 








In practice, many players and singers add other notes to the blues scale to create more elaborate, 
diatonic-sounding melodies, but the essence of blues melody still ies in the blues scale itself. 


Blues Rhythm 


Blues rhythm is also distinctive, although not unique to blues in the same way that the blues 
progression and the blues scale are. It is traditionally based on a rhythm called the eighth-note triplet 
shuffle. 

The eighth-note triplet shuffle, or simply "shuffle," is created by combining the first two notes of an 
eighth-note triplet into a single, longer note and leaving the third note short, resulting in a lopsided but 
relaxed rhythmic figure that is closely identified with blues. 









































Fig. 4: the eighth-note triplet shuffle 
triplet triplet with tie shuffle rhythm 
ж====Е Ego == 
T 7 li 5 7 


When seen on chord charts, the shuffle rhythm is usually notated either by simply writing the word 
"shuffle" above the staff at the top, near the сіе! sign, or by using notation showing that normal eighth 
notes should be interpreted with a shuffle feel. This saves the trouble and visual confusion of writing triplet 
rhythms throughout the piece. 





: chart symbol indicating shuffle interpretation 





It should be noted that the shuttle feel, when applied in jazz, is interpreted stylistically in a manner 
commonly called swing. The term "swing" also has a more general meaning of a relaxed, yet emphatic, 
sense of rhythm. In terms of harmony, melody, and rhythm, blues and jazz have remained closely related 
during their common evolution over the last century. 
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Chords by stacking intervals above the root as well as on understanding diatonic 

relationships (knowing which chord qualities have their roots on which scale degrees). These 
are basic facts of popular harmony, yet in the real word these structures and relationships аго continually 
being manipulated in various ways to create more variety without losing the underlying sense of tonality. 
‘The chapter on blues showed one way in which diatonic rules are stretched to inject different types of 
feeling into harmony. In this chapter, we wil look more closely at how chords тау be literally turned 
upside-down to create stil more richness and variety without changing thelr basic diatonic quality. 


uU p to this point, our study of harmony has concentrated on leaming how to build various 


Chord Voicings 


So far, all of the chords we have studied have been constructed the same way: with the root as the 
lowest note and each higher note stacked in order, producing either three-note chords (triads) or four- 
note chords (seventh chords). This is the clearest way to see. the chord qualities and understand how 
those qualities fit together to form diatonic progressions. In practice, however, chords are not always built 
the same way. Depending on the nature of a given instrument, the skill of the player, or the intention of 
the composer, the notes of a chord may be rearranged in several different ways. The actual arrangement 
order above the lowest nota is called the voicing. The notes of a chord 
may be thought of as being similar to individual voices, with each one movable to a different position in 
повел to the others, In most cases, the root remains in the bass while the upper voices Be rearranged. 
А chord with the root in the bass, regardless of the order of the upper voices, is described as being in 
Toot position. 








EXERCISE 1 


Write the root position triads on the staff beneath the given chord voicings. The voicings are written 
fram the lowest to the highest note (e.g, “1, 5, 3” means that the root is in the bass, the next note above 
the root is the ПИ, and the highest note is the third). The qualities of the third and fifth must match the 
quality of the chord. In some cases, a certain voice may be used more than once; if so, construct the 
chord so that the repeated voices are in different octaves. 
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Chord Inversion 


A basic principle of chord voicing states that the notes of a chord may be arranged in any order 
without affecting the quality of the chord. This may involve rearranging the upper notes while staying in 
root position, or it may also mean placing a note other than the root in the bass. The second option is 
called chord inversion, that is, “inverting” the chord, or turning it on its head. There are three possible 
inversions, in addition to root position: 


first inversion: a chord voicing with the third chord degree in the bass 
second inversion: a chord voicing with the fifth chord degree in the bass. 
third inversion: a chord voicing with the seventh chord degree in the bass 





Triads may only be voiced in first or second inversion, while a seventh chord may be voiced in all 
three inversions. The inversion refers only to which note is in the bass; the upper notes may stil be voiced 
in any order. 


EXERCISE 2 


Voice the triads in the indicated inversions above the given pitches. Include all necessary notes 
and maintain the proper chord qualities. For first inversion chords, the given pitch is the third chord 
degree; add the fifth and root above it. For second inversion chords, the given pitch is the fifth chord 
degree; add the root and third above it. 
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Inverted Chord Symbols: Slash Chords 


їп popular musical notation, inverted chords are represented by the following symbol, known as а 
slash chord. The name comes from the diagonal slast used to divide the chord symbol on the left from 
the bass note on the right. 





bass note 
‘other than root) 




















B Chapter 15 


EXERCISE 3 


Modify the chord symbols from Exercise 2 using slash chord notation. For example, the first 
inversion D chord would be notated by adding a slash and the letter name of the bass note: 


First inversion: 


DIF} 





Second inversion: 





EXERCISE 4 


Write the inverted seventh chords (notated with slash chord symbols) on the staff. Compare the 
bass note to the chord to identify which inversion you are building. 
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Identifying Chord Inversions on the Staff 


When an inverted chord is written on the staff in musical notation, the true name of the chord may be 
identified by rearranging the notes of the chord until they are stacked in third intervals (as close together 
ав possible). Once this is done, the lowest note will automatically be the root. Then the inversion can be 
identified and a slash chord symbol used if necessary. 
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EXERCISE 5 


Rewrite the following chords in root position, and name them using slash chord notation. 
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Voice Leading 


The reason for rearranging the individual voices of a chord into inversions is to create more 
possibilities for chord connection. The study of smooth chord connection and the principles by which it is 
achieved is called voice leading. The term refers to the idea that the individual notes (or voices) of a chord 
progression should connect (or lead) smoothly by way of the nearest tone, from one chord to the next. 
The most obvious effect of inverting a chord 15 to change its bass note, and one result of voice leading 
through the use of inversions is the creation of melodic bass lines that connect from chord to chord by 
steps rather than by the wider leaps common when root position voicings alone are used. 


EXERCISE 6 
Write the following progression on the staff in two different ways. First, writa the chords in root 


position only. Then, use the combination of root position chords and inversions indicated by the slash 
chord symbols. 
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In the second example, the notes are visually more connected due to the fact that the bass line forms 
a stepwise melody. A thorough study of bass lines and voice leading is a big part of learning to compose 
and arrange. Knowing how to build inverted chords and to recognize them on the staff is a very important 
first step. 














Extended Chords 





пу discussion of harmony must take into account the two ways we perceive it, that is, as 
A both the structure of individual chords (commonly known as vertical harmony) and as the 

relationship of chords to each other within a progression (or horizontal harmony). During 
the rest of this book, we will continue to explore both views of harmony, going beyond triads, seventh 
chord structures, and diatonic chord progressions to include the more complex, or at least more difficult 
to explain, chords and progressions found in popular harmony. 





Compound Intervals 


To be able to describe other types of chords, we need to first look again at intervals. Our original 
discussion of intervals dealt only with interval quantities up to an octave, and, so far, all of the scales and 
chords covered in this book have been built within that limit. However, intervals beyond the octave аге 
‘commonly used in popular harmony, so we need to expand our terminology to include these larger 


quantities. 
1n traditional terminology, Intervals within the octave are called simple intervals. When intervals 


extend beyond an octave, they are called compound intervals because they are buill from an octave plus 
а simple interval, as shown in this chart: 


Fig. 1: compound intervals 








octave + simple interval compound int 
octave + second = ninh 

+ dhird = tenth 

+ юш eleventh 

+ fifth twelfth 

+ sth = thirteenth 


NOTE: The intervals beyond the thirteenth exist in theory, but not in practice. 


The quality of each compound interval is the same as the quality of the simple interval to which itis 
related—e.g. an octave plus a major second equals a major ninth, an octave plus a perfect fourth equals 
a perfect eleventh, et. In every other way, compound intervals occur as melodic or harmonic intervals in 


the same way that simple intervals occur. 


EXERCISE 1 


Write compound intervals on the staff above the given notes. 
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Extensions 


Another term commonly used to describe compound intervals is extended intervals, or simply 
extensions, as these intervals extend beyond the octave. Extensions can also be added to the structure 
of а seventh chord to produce extended chords. Because two of the extensions—the tenth and the 
twelfth—are duplications of the third and the fifth that are already part of the basic chord structure, only 
the addition of the three remaining extensions, the ninth, eleventh, and thirteenth, actually result in 

' extended chords. 

Extended chords, taking their names from the extensions themselves, are called either ninth chords, 
eleventh chords, or thirteenth chords. We will look separately at how each individual extended chord is 
built, but all extended chords have certain things in common: 


* Extended chords are named by the largest unaltered interval present. For 
‘example, if the chord contains a ninth and a thirteenth, it is called a thirteenth chord, 
with the presence of the smaller interval being assumed. 

* Adding extensions to a chord will not alter that chord's basic harmonic function. 
For example, both D7 and 013 are V chords їп the key of G; the presence of the thir- 
teenth does not change the function, even though the chord sounds fuller and more 
dissonant. 

* Extended chords have the same qualities as the seventh chords on which they 
are based. For instance, a major seventh chord with an added ninth is called a major 
ninth chord, a dominant chord with an added thirteenth is called a dominant thirteenth 
chord, etc. Extended chords may be seen as different shades of the same color. 





Building Extended Chords 


There are certain rules that must be followed in building extended chords that reflect the practical 
application of these chords. Each chord type is described separately. 


Ninth Chords 


Ninth chords are constructed by adding the interval of a major ninth to an existing seventh chord, 
regardless of its quality, 


EXERCISE 2 


Build the following ninth chords in root position. 
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Chapter 16 





Eleventh Chords 
Eleventh chords are created in theory by adding a perfect eleventh interval to an existing ninth chord. 
In practice, however, there are exceptions: 


Major ninth and dominant ninth chords: Because the perfect eleventh is a minor ninth 
interval above the major third degree of each of these chords, and because this interval 
is generally considered harsh or dissonant to the ear, the eleventh is raised a half step to 
reduce the dissonance. The name of the chord is then changed to reflect this alteration, 
becoming "ma9(t11)" or “9(#11)" to call attention to this change. 


Fig. 2: raising the eleventh 
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Minor ninth and minor ninth (5) chords: Because these chords contain a minor third, 
the extreme dissonance is not present, so no alteration of the eleventh is required. 


Fig. 3: minor eleventh and minor eleventh (5) chords 
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Replacing the third with the fourth: If the third of the chord is replaced by the eleventh, 
itis not really an eleventh chord at ай, but rather a "suspended fourth” chord (called “5454” 
or simply “sus"). 


Fig. 4: replacing the third with the fourth 
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Summary of rules for chords containing elevenths: 
1. Chords with major thirds use #11. 

2. Chords with minor thirds use natural 11. 

3. Chords with no thirds are actually "sus" chords. 











NOTE: On chord charts, the symbol for the dominant eleventh chord, such as G11, is 
actually intended to represent a dominant ninth sus4 chord, ог GSsus. The misuse of the 
dominant eleventh chord symbol is extremely common. 





























EXERCISE 3 
Build the following eleventh and sus chords observing the rules above. 
Emi) | Cimilib5) Ви) Ab9sus Ebmilt OTsus 
% 
Di 
Fémil (65) D9sus ATsus Bma9rd10) cou) кшй! 
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Thirteenth Chords 

Complete thirteenth chords are built by adding the interval of a major thirteenth to an existing 
eleventh chord, taking into account the rules stated above. It is very important to note, however, that 
‘extended chords are usually voiced with fewer notes than those that are theoretically possible. The most 
соттоп note to leave out of a thirteenth chord is the eleventh, If a thirteenth chord does contain an 
eleventh, and the eleventh is altered, the alteration must be written into the name of the chord, e.g., C13(#11). 

























































































Fig. thirteenth chords 
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EXERCISE 4 
Build the following thirteenth chords, taking into account the rules stated above. 
| Eb13Q10. Gmal3($11) Bbi3sus сёз Е13(#1) сз 
% 
© 
Dbmal3 РІЗ Ш) Amil3 Bi3sus Gbmal3 Dmat3(#i1) 





























EXERCISE 5 


Each of the following chords is written in root position. Figure out its proper name. 
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Other Chord Types 





just as constantly as any other element. Chord structure and movement in popular music is 

for the most part still surprisingly conservative, based on principles that have been around 
for hundreds of years, but new combinations of these underlying themes are continually being created, 
with the result that the theory of popular music—the explanations for why things work and what names 
to give them—is regularly evolving as well. 

With respect to chords, continual change is reflected іп the varieties of "new" or recombined sounds 
that evolve and the chord symbols that are used to represent them. A glance at any book of popular song 
charts will reveal a number of chord symbols that don’t seem to fit into any of the categories that have 
been described so far. They are not triads, sevenths, extended, or altered chords, yet they are certainly 
‘common in even the simplest-sounding tunes. These other chord types can be grouped into three new 
categories: variations on triads, "slash" chords (non-root position, non-inverted chords), and polychords. 
In this chapter, we'll look at each of these. categories of chords to learn thé structure, application, and 
symbols. 


| "T he one constant in popular music is change, and the harmony of popular music is changing 





Variations on Triads 


All of the chords in this category are based on the sound of triads, yet they contain more or fewer 
tones than the standard root, third, and fifth. Because they ‘contain no seventh, they are not truly extended 
chords, so they may generally be described as “triads with added color." New variations on these chords 
become popular from time to time, resulting in new chord names and symbols being invented to describe 
them. It takes a while for any one name or symbol to become universally recognized, and sometimes 
What emerges as the most popular name is not logically consistent with other chord names. The best 
approach to learning chord symbols is to maintain a logical system for naming chords while knowing the 
traditionally popular names as well, however inconsistent they may be. 


Power Chords 

"Power chord" is the typical name given to a chord containing only a root and perfect fiith degree, the 
third being omitted. (As with all chord voicings, the root and/or fin may be doubled in differont octaves.) 
‘The power comes from the neutral clarity of the perfect interval, without the emotional quality introduced 
by the presence of a major or minor third. Although it does not sound major or minor by itself, the quality 
©! а power chord is Implied by the overall tonality of the progression in which itis used. The symbol for a 
power chord is the letter name of the chord followed by the number 5, as in "CS" 





Fig. 1: power chords 
cs 
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‘Suspended Fourth Chords 

‘Commonly called “виза” or simply "sus" chords, these are triads in which the fourth scale step 
! replaces the third. Because the third is the strongest marker of chord quality. replacing the third with the 
fourth creates a feeling of being suspended, waiting for a resoiution to retum the chord to its original 
quality. Although the sus chord itself contains no third, its quality is implied by its resolution. Seventh or 





















extended chords with a suspended fourth were discussed previously in Chapter 16. These are often 
misinterpreted as eleventh chords, although they have the same characteristics as a sus chord. The 
symbol for a sus chord is the letter name of the chord followed by “sus,” as in "Csus." 


Fig. 2: 3454 chords 
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Add2 Chords 

"Add2" chords are major or minor triads, or power chords, with the addition of a major second interval 
above the root, These chords are often called “add9” chords, but since there is no seventh present in the 
chord, the use of the "2" is more accurate. (The octave in which the second is played is not relevant to 
the name of the chord.) The chord symbol for a major triad with an added second is the letter name of 
the chord followed by the number 2, as in "C2." A minor triad with an added second is "Cmi2," and a power 
chord with ап added second is "CS/2." 


Fig. 3: ade 
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Sixth Chords 

A major or minor triad with the addition of a major sixth interval above the root is called a sixth chord. 
The sixth interval may be voiced next to the fifth, in a different octave than the fifth, or replacing the fifth 
altogether. The chord symbol for a sixth chord is the letter name of the chord followed by the number 6, 
as in "C6" or “Cmi6." 


Fig. 4: sixth chords 
е cé Cmi Спів 


6/9 Chords 


А major or minor triad with the addition of both a major sixth and a major ninth interval above the root 
is called a 6/9 chord. (Although the 6/9 chord has no seventh, the use of the number “9” instead of the 
more logically consistent "2" is overwhelmingly traditional.) The chord symbol for a 6/9 chord is the letter 
name of the chord followed by 6/9, as in "C6/9" or "Cmi&/9." 
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Fig. 8: 6/9 chords 
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С Chapter 17 


EXERCISE 1 


Write these chords on the staff in root position. 













































































Esus AGIS. D6 вы Сіз Gmi6/9 
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Fmi6/9 B69 Eb2 A6 Етіб. 
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EXERCISE 2 


Identity those chords. All are in root position. 
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Slash Chords 


‘The term “slash chord” is a simple way to describe any non-roat position chord in which the chord 
quality and the bass note are divided in the chord symbol by a diagonal line, or slash. The chord is on 
the lef and the bass note is on the right. Slash chord symbols are a quick, simple method for 
representing complex sounds in a way that is immediately understandable by musiciana of different styles 
and levels of education. Different instruments, depending on their roles and capabilities, interpret the. 
sound of slash chords in different ways. 












Fig. 6: slash chord symbols 
slash chords 
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All slash chords fall into one of four categories: 
1. Inverted Triads or Seventh Chords 

In these chord symbols, the bass note (on the right) is either the third, fifth, or seventh of the chord 
quality (on the left). In traditional terms, these would be called first inversion, second inversion, or third 
inversion chords. (A chord with the root in the bass is in root position, which requires no slash.) Inverted 


chords are identified by looking at the relationship between the bass note and the chord. If the bass note 
is a chord tone, the chord is an inversion; if not, it belongs to one of the other categories. 


Fig. 7: inverted chords 
CE cua свь CniG Cmi7/Eb Спів 
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2. Root Position Seventh Chords Renamed 
Sometimes a slash chord symbol actually represents a root position chord other than the one 
appearing in the symbol. For instance, writers will occasionally use slash chord symbols to simplify а 
keyboard part that involves a moving bass line, dividing the roles of the left and right hands by means of 
the slash. The resulting sound is the same either wa) named, so the choice of which name is best 
depends on the immediate circumstances. 
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EXERCISE 3 


Name the root-position seventh chords that are equivalent in structure to these slash chords: 


Bbmi/Gb = — 





Emi/C = _Ста7_ ЕЫС= EmiT(b5VC = 


E 
= F Е = 


3. Incomplete Root Position Ninth, Eleventh, or Thirteenth Chords 

Slash chord notation is often used to represent sounds that are more complex than triads but not as 
dissonant as full extended chords. By using a slash chord symbol with а triad on the left and the bass 
note on the right, the writer guides the player to a certain set of notes which, analyzed together, form an 
incomplete extended chord, If the normal root-position extended chord symbol were used, the additional 
notes that would normally be added might create a sound too complex for the setting. The slash chord 
symbol is the simplest, most direct way to describe the intended sound. The actual qualities and functions 
of these kinds of slash chords depends on how they are used in relation to the chords around them; often, 
the function is easier to identify by ear than by sight. 












































EXERCISE 4 


Мате the root-position extended chord or chords to which each of these slash chords is related. 
(One or more notes of the extended chord are omitted.) 


Ос = Crna? выс ВЫШЕ = 
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Chapter 17 


EXERCISE 5 


In these two examples, the same slash chord is used in two different settings. Identify all of the 
chords, and analyze the quality and function of the slash chord іп each example in relation to the chords 
around it. 


name: 
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function: ЕЕ, — — — 





4. A sound difficult to represent with a standard chord symbol 

‘Sometimes a slash chord symbol is the only way to represent a chord that is too unusual and specific 
to the setting to be named with standard chord symbols. Attempting to name chords like these as root- 
position chords would result in symbols that are too complex or ambiguous to be interpreted consistently 
from one player or performance to the next. 


EXERCISE 6 


Name these chords with slash chord notation. Compare the resulting name with the equivalent 
standard root-position chord symbol. 
"slash chord” name: 


Е: 3 


standard chord symbol? -> 
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Polychords 


A polychord is a combination of two triads that together create a more complex sound. As with slash 
chords, polychord symbols are intended to quickly indicate the elements of the desired sound, with each 
part simple enough to be instantly identifiable. Polychords are favored by keyboard players, since tha two 
sounds can be played easily using both hands. Guitar players tend to play them as slash chords, e.g. 
the upper triad played over the root of the lower triad. The chord symbol for a polychord consists of two 
different chord symbols placed one above the other and separated by a horizontal line (not to be 
confused with slash chords, which are separated by a diagonal line) 





EXERCISE 7 


Name the following polychord. 
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Part ШІ: 
Variations 


Melody and Harmony in the Real World 


If your study of harmony and theory stopped with the diatonic system, you would find the 
world of popular music a very confusing and seemingly contradictory place. Chords appear to 
be thrown together almost at random, belonging to neither a major nor minor key for any length 
of time, with the wrong chord qualities on the wrong scale steps, and the melodies seeming to 
clash with the harmonies at every turn. However, underneath this apparent chaos, the diatonic 
system still functions, just in a more complex way. Systems are combined to create new 
systems, and chords and scales are stil related but with a greater acceptance of dissonance. 

Ironically, a close study of one of the greatest of popular songwriting groups, the Beatles, 
would reveal evidence of nearly every concept covered in the following section. Their natural 
talents and experience as songwriters gave them the ability to use such tricky devices as 
mixed harmonies and dissonant melodies in ways that didn't seem so abstract, and that's the 
underlying lesson—that complexity doesn’t exist for its own sake, or to prove a theoretical 
point, but because it provides the right sound at the right time to express very human emotions, 

Understanding the concepts explained in this section relies on understanding the previous 
structures of diatonic melody and harmony. Ideas are beginning to pile on top of one another, 
being supported by those below. You may find it necessary to review or do some exploring on 
your own to make some of these ideas and sounds really sink in, but once they do you'll begin 
to see and hear them as part of the everyday fabric of popular music in ай its forms. 





ariously referred to as the "Greek modes," "church modes," or "jazz modes,” the modes of 
М the major scale have been used for centuries as compositional tools and тоге recently as 

а popular source of melodic and harmonic variations for improvisers. The first step in being 
able to use modes effectively as a writer or player is to understand their structure. This chapter will show 
how each mode is built and offer you an overview of how modes are typically used in contemporary 
music. 


Mode Construction 


In modern popular music, melodies are rarely heard apart from harmony. That is, vocals and solos 
are heard over a background of chords, so that the structures of chords and scales are intertwined. To 
understand how modes are built, it is important to understand the chord/scale relationship in two ways: 
the relationship of individual chords and scales to each other, and the relationship of both chords and 
scales to a key. 

First, look at the relationship of a C major seventh chord to the C major scale. The notes of the chord 
(the chord tones) are all present in the scale, and the scale also contains melodic notes (scale tones) 
between the chord tones that give the scale its smooth, stepwise structure. 


Fig. 1: Cma7 and the C major scale 
Ста7 C major seale 


chord tones. 
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We know that the C major seventh chord is the I chord in the key of C major, so the root of the chord 
and the tonic of the scale are the same. We also know that the C major scale harmony contains a number 
of other chords and that, for each of these, the root of the chord is nof the same as the tonic of the scale— 
Dmi7, for instance, is the Ilmi7 chord in the key of C major. 

If the C major scale is played over a Оті? chord without any regard for this difference, the listener 
hears two subtly competing tone centers; that is, the melody is revolving around C while the harmony is 
based on D. However, if the tone center of the melody is shifted to D without changing the structure of 
the C major scale, the result is a scale that perfectly matches the sound of Dmi7 while keeping its 
relationship to the original key center intact. In other words, the notes of the C major scale are 
unchanged, but the note that receives the most emphasis is now D. By shifting the tone center, but 
maintaining the original structure, we have created a mode of the major scale. 





Fig. 2: Dmi7 and its modal scale 


Dmi? — Dmif(lmi7) scale 
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The same principle may be applied to each chord of the harmonized C major scale, resulting in a 
mode based on each scale tone. Like scale harmonies, the modes occur in the same order in every major 
key, so after learning their names and formulas in the key of C you can transfer that knowledge to all of 
the other keys. 

Each mode has a unique name that sets it apart from other scales. These names originated in ancient 
Greece (hence the name Greek modes), were rediscovered in the Middle Ages, rearranged, and applied 
in sacred musical composition (hence the name church modes), and have been resurrected again by 
both modern classical and jazz musicians (hence the name jazz modes). While the original meaning of 
the name of each mode is obscure, modes are now commonly used by musicians all over the world. 

When speaking or writing the name of a specific mode, use the letter name of the note on which it is 
built followed by the appropriate modal name, as in “D Dorian" or “F Lydian.” 





Fig. 3: the names of the modes 
lonian related to Ima7 (the modal name for the major scale) 
Dorian related to ті? 
Phrygian | related to Шті7 
Lydian related to IVma7 
Mixolydian — related to V7 
Aeolian related to Vimi7 (the modal name for natural minor) 
Locrian related to Vilmi7(°5) 
EXERCISE 1 


Build each of the seventh chords of the C harmonized scale on the staff below. On the left, build the 
chords vertically, in root position. On the right, draw the same notes horizontally, filling in the gaps 
between chord tones with the notes of the C major scale until you've created a one-octave modal scale, 
Finally, give each scale its proper modal name. 
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EXERCISE 1 (cont'd) 
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Once the names of the modes and the order in which they occur are memorized, it is possible to write 
‘any mode in any key using the following method: 


Step 1: Determine the major scale degree on which the mode is built. 
C Dorian, for example, is built on the second scale degree of 8» major. 


Step 2: Write the mode using the same кеу signature as the key from which itis derived, 
I C Dorlan is the second mode of В» major, it can be written using the key signature of B» major. 


EXERCISE 2 


Write out the following modes, with key signatures. 
Bb Dorian a QC Melvin 


dE 
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Eb Aeolian 
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Ab Lydian 
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Application of Modes 


While a full exploration of the applications of modes can only be undertaken through the study ol 
composition or improvising, their use can be summarized in three basic ways: 


1. As an elaboration of the “key center” approach 


| As explained previously, each mode may be related to a specific chord of the 
harmonized major scale and used as a source of melodies over that chord when it occurs. 
in a diatonic progression. The result is a scale-oriented approach that combines the 
overall, unifying sound of the key center with a melodic focus on the root of each chord. 
This application works best when a particular chord lasts long enough for the scale to 
be developed melodically—for example, in a progression where the harmony lingers on 
the V7 chord for a while, allowing the Mixolydian mode to take shape, If the chords are 
changing quickly, melodies based on individual modes simply don't have enough time to 
take on their separate identities; instead, basing melodies around the the actual chord 
ones or on the overall key center becomes a more effective approach. 


2. As "sounds" outside of particular diatonic relationships 


Chords are builtin the same way regardless of where they are used in a scale harmony. 

Сті?, for example, contains the same interval structure no matter whether it is used as 

the Иті chord in B», the lllmi7 chord in A», or the Vlmi7 chord in E». However, the modes 

built on those scale degrees, C Dorian, C Phrygian, and C Aeolian, all have different 

structures. If these three modes are taken out of their diatonic contexts and lined up side 

| by sido, they may be seen as three different scales usable over minor seventh chords. In 

a piece of music containing an extended solo over a Cmi7 chord, the modes could be 

intermingled to create interesting melodic effects, keeping in mind the fact that while they 

all “work” in theory, they may not always work in practice—something that only the ear 

can judge. 

То use modes in this way, it is helpful to group them according to their overall quality 

rather than by their diatonic scale position. This results in four categories based on four 
distinct chord types: 





Major seventh chords — >  Major-seventh sounding modes 
@ and IV) (lonian and Lydian) 
Minor seventh chords ---- Minor-seventh sounding modes 
| (1, m, and Vi) (Dorian, Phrygian, and Aeolian) 


Dominant seventh chord --->- Dominant-seventh sounding mode 
(Mixolydian) 


Minor seven flat five chord ——» — Minor-seven-flat-five sounding mode 
(vil) (Locrian) 











Chapter 18 


EXERCISE 3 


Build each mode based on the note C. Add sharps or flats as they occur. 


Major-seventh sounding modes 


Ionian: the major scale. Lydian: major scale with a raised fourth degree 
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Minor-seventh sounding modes. 


Acolian: the natural minor scale Dorian: natural minor scale with a raised sixth degree 
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Dominant-seventh sounding mode ‘Minor-seven-flat-five sounding mode 
Mixolydian: major scale with a lowered Locrian: natural minor scale with lowered second and 





seventh degree fifth degrees 
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| Improvisors who take this approach of hearing the modes as "sounds" not directly 
related to a diatonic setting may use, for instance, the C Lydian mode over a C major 
seventh chord that is functioning as a | chord, with the result that the melody contains a 
raised fourth, creating a surprising, and hopefully interesting, variation in an otherwise 
standard phrase. 
Another extremely common application of this approach is in blues, where all of the 
q chords are typically dominant seventh chords, and the Mixolydian scale of each chord, 
regarded as the basic dominant seventh scale, can be used as a source of improvisation 
regardless of the particular function of that chord in the кеу. 
A further extension of this idea is the use of a mode as a sound not directly related to 
the chord structure itself. For example, when C Phrygian, a minor-sounding mode, is 
applied over a C major triad, the resulting melody resembles Spanish flamenco music. 
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3. As a basis for altered scales 


By combining or altering the structures of the modes themselves, new melodic 
combinations can be developed. For example, a major scale with a raised fourth (derived 
from Lydian) combined with the flatted seventh (derived from Mixolydian) produces a 
Scale known as "Lydian dominant" or "Lydian flat seven," which is then commonly used 
as a twist on the standard dominant seventh scale sound. Using modes in this way 
depends on a thorough understanding of their basic structure so that the variations may 
be clearly seen and heard. 


Modes have been the subject of a great many books on composition and improvisation, and writers 
and players have devoted a great deal of study to their use over the years. Modes may also be derived 
from the harmonies of other scales, although these subjects lie beyond the scope of this book. The 
complexity of modes lies not so much in their structure but in their various applications; this chapter is 
just an introduction to a fascinating and wide-ranging subject. 


Variations in Minor 
Harmony 





between minor scales and chord progressions. However, this basic theory does not fully 

explain the reality of how minor scales and harmonies are applied in practice. There are 
several Important and common variations that occur within the minor diatonic system, and this chapter 
‘and the next will explain them as we continue to close the gap between theory and reality. 


© ur original discussion of harmony in minor keys explained the purely diatonic relationships 


The Leading Tone and the V7 Chord 


One of the things you might notice when you listen closely to the harmony of a typical “real word’ 
minor-key tune is that the Vmi chord is more than likely a major viad or dominant seventh chord, rater 
than being a minor triad or minor seventh chord as the natural minor scale harmony would lead you to 
expect. The reason for this apparent inconsistency is due to the ferent melodic structures of major and 
minor scales and the effect that they have on listeners. To learn why this is, wel begin by reviewing the 
structure of the natural minor scale. 


EXERCISE 1 


On the staff, write a C natural minor scale, and build the diatonic triads on the first, fourth, and fifth 
degrees. 
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Ia harmonized natural minor scale, the qualities of the Imi, Мт, and Vmi triads are all minor. This 
consistency in the qualities of the three main chords is part of what gives the minor key its characteristic 
Color, ust as the major quality of the I, IV, and V triads in the harmonized major scale form an essential 
part of that sound. 

From a traditional composer's view, however, the natural minor scale contains a basic flaw that is 
reflected in both its diatonic melodies and harmonies. The problem is that the whole step between the 
seventh and eighth degrees of the minor scale fails to lead the melody into the tonic with the samo degree 
of pull that is created by the half step in that same position within the major scale. The gravitational force 
of the half step is a large factor in establishing the strong sense of tonality in а major Key. and by 
‘comparison the natural minor scale sounds less conclusive, The solution devised by composers centuries 
ago was to duplicate that gravitational force in minor keys by altering the minor scale, raising the seventh 
degree a half step and thereby closing the gap with the tonic. Based on its tendency Io lead the melody 
to resolution, the name given to the raised seventh in both major and minor keys is the leading lone. 





Fig. 1: C natural minor with raised seventh degree 
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EXERCISE 2 


On the staff, write a C minor scale with a leading tone. Build the triads on the first, fourth, and fifth 
degrees, including the same alteration in the chord structure. 


& 


Di 

















The alteration of the scale to create a leading tone has an effect on the quality of the V triad as well, 
changing the triad from minor to major, In major keys, the strength of the V-I chord progression comes 
largely from the pull of the leading tone (which is the major third degree of the V triad) to the root of the 
1 chord, With the creation of а leading tone in the minor scale, the same strength exists in the V-Imi 
progression in minor keys. 

‘Add the seventh chord degree to the V major triad in Exercise 1, and see what chord quality results. 
The addition of the seventh to the triad creates a dominant seventh chord, resulting in а V7-Imi 
resolution, which again is stronger than the diatonic Vmi7-Imi resolution. Because of the effect on the 
scale harmony that results from raising the seventh degree of the minor scale, this altered scale is called 
harmonic minor. Later In this book we will return to the harmonic minor scale to look more closely at its 
structure and relationship with other minor scales. 

In the years since the evolution of the leading tone and the V7 chord in minor keys, the relationship 
between harmony and melody has undergone significant changes. Alterations in one are no longer 
always directly reflected in the other. For example, in modern styles such as blues and rock, a V7 chord 
containing a leading tone may be used simultaneously with an unaltered seventh in the melody. What 
was once regarded as unacceptable dissonance is now taken for granted. The educated musician 
understands the rules even while breaking them. 





The Dim hed Seventh Chord 





Raising the seventh degree of the minor scale affects the diatonic scale harmony of a minor key in 
more than one мау. Another result is that the root of the SVII7 chord is raised by a half step, changing 
both the name of the chord and its quality. 


EXERCISE 3 


Write а C harmonic minor scale on the staff, then build a diatonic seventh chord on the raised 
seventh degree of the scale. 
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The resulting chord is similar to the VII chord in the harmonized major scale, but differs in one 
important way. Rather than forming а Вт 65) chord, harmonizing the seventh degree of the harmonic 
minor scale forms a complete diminished seventh chord, or 8*7. Both chords are based on a diminished 
triad, differing in the seventh degree only. (The mi765) chord is sometimes called a "half diminished 
chord" to highlight the difference.) 

Like the V7 chord, the VII*7 chord contains a leading tone and has a strong pull toward the tonic.In 
traditional classical harmony, the VII°7 is nearly always used as the VII? chord in minor keys. In modern 
popular harmony, though, it is quite common to continue to use the VII major triad or dominant seventh 
chord even when the V7 is present in the same progression, because in some settings the VII'7 is 
considered too complex and dissonant compared to the other triads or seventh chords. 

The diminished seventh chord is a different basic chord type than the other chords in the harmonized 
diatonic major and minor scales. Its formula is as follows: 





Fig. 2: the diminished seventh chord 
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Interval formula: root, minor third. diminished fifth, diminished seventh 





The presence of the diminished seventh chord degree, one half step smaller than a minor seventh, 
means that occasionally the use of a double flat (>) is required to correctly identity the seventh. 


EXERCISE 4 


Write the diminished seventh chords on the staff, using double flat signs where necessary. 


D7, вы? E7 о? 
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The Minor/Major Seventh Chord 





The use of the leading tone in minor keys has one other common, though indirect, effect on the 
harmony. This is the creation of the minor/major seventh chord, which is another distinct chord quality 
apart from the others, 





не minor/major seventh chord 
Сайты?) Сайты?) 
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Interval formula: root, minor third, perfect fifth, major seventh 


Although this chord is derived from the harmony of the harmonic minor scale, where it functions as a 
Imi chord, itis too dissonant to be generally applied as a true tonic chord. Instead, it is almost always 
used in a very specific context within both minor and major keys as a colorful melodic embellishment on 
the sound of a minor chord, whether or not it is functioning as a Imi chord. 


Fig. 4: typical use of the minor/major seventh chord 
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EXERCISE 5 
‘Write the minor/major seventh chords on the staff above the roots, and label each. 
= 
= = = 
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Minor Key Centers 


The presence of the variations in minor key harmony created by the use of the leading tone actually 
make it easier, rather than more difficult, to identify key centers based on analyses of chord relationships. 
їп major key centers, the basic rule for locating the tonic was to find the dominant chord, and in minor 
Keys the same rule now usually applies. The diminished seventh chord has functions other than as a VII 
chord which will be explored later, but as a diatonic chord its tendency to resolve upward is also an 
indicator of the tonic. 
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EXERCISE 6 


Analyze the progressions below to locate the key, and identify the function of each chord within its 
minor key center. 


Ami в F Е 























Арта? Fri? Dmi7(5) от 
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Gmi — Gmima) Gmi? — Gmió Ebma7 D7 



































Combining Major and Minor Key Centers 


It is very common for major and minor key centers to both exist in the same piece of music, with the 
key center temporarily shitting from one to the other. The presence of a V7-1 progression is still the best 
indicator of the key, even if it is only temporary. Often, a chord may seem on paper to have more than 
one function, and in this case, the ear must be the judge as to what key is implied. For example, the 
minor7(5) chord functions both as a VII chord in major keys and a II chord in minor keys. This is con- 
fusing to the eye, but the ear will nearly always hear this chord as belonging to the minor tonality. 

А useful analysis of chord progressions has to be based on what is heard, since the reason for 
analysis in the first place is to lean to understand and manipulate sound. The more experience a 
musician has playing different types of music, the more useful any analysis will be in creating a practical 
result. Through ear training, you can learn to hear what you see on paper. Until this skill is developed. 
always play the examples to confirm what your eyes are telling you. 
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EXERCISE 7 


r and minor key centers. Write the Roman numeral 


The progressions below contain mixed majo 
ters in brackets above each group of chords. 


function below each chord, and indicate the key cent 
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ті?) B7 Emi? 
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аге used. The V-I relationship is still 
it is necessary to look at the 
type, 


In the next example, containing two key centers, only triads 
the strongest indicator of key, but because the V chord is a major trad, 
interval relationships between the chord roots to accurately locate the tonic. In progressions of 


the ear can usually locate the tonic more quickly than the eye. 
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scale—raising the seventh degree—is reflected in the qualities of tne chords related to that scale. 
In this chapter, we'll ook more closely at this and the other common melodic variations in the minor 
scale, along with some other related harmonic changes. 


Е п the last chapter, we looked at several ways in which an alteration in the structure of the minor 


The Harmonic Minor Scale 


As discussed in the previous chapter, the alteration of the natural minor scale to include a leading 
tone also has the effect of increasing the sense of movement in minor-key chord progressions. Because 
of the relationship between the scale structure and the harmony, the minor scale that includes this 
alteration is called the harmonic minor scale. The harmonic minor scale does not have its own key 
signature. The raised seventh is treated as a variation to the normal natural minor key signature, and 
whenever the alteration occurs іп а melody, it is indicated by an accidental. 





Fig. 1: the A harmonic minor scale 
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EXERCISE 1 


each of the following harmonic minor scales by writing the appropriate minor key signature on 
the staff, filling in the scale steps, and indicating the raised seventh with an accidental. 





D harmonic minor E harmonic minor 


* © 


C harmonic minor. F$ harmonic minor 
































B harmonic minor 



























































F harmonic minor Gt harmonic minor 
2 e 
$ é 
Сё harmonic minor Bb harmonic minor 
Di © 
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When we looked at the effect of the raised seventh on the diatonic harmony of the minor scale, we 
saw that it mainly creates a stronger feeling of resolution from the V to the Imi chord. The other chords 
in the natural minor scale harmony are mostly left unchanged, with the exception of the occasional VII°7 
or Imi(ma7) chord. The result is that since the natural minor scale fits perfectly well over all of the diatonic 
chords except V7, it is still treated as the basic key center scale for improvisation, and the harmonic minor 
variation is used in the melody only together with the V7 chord in the harmony. Therefore, the harmonic 
minor scale may be seen as a temporary coloration of the natural minor sound rather than as an entirely 
different scale. 

The chord progression below is bracketed to show a typical application of the harmonic minor scale 
when improvising over a minor-key chord progression. Notice that the A harmonic minor scale is applied 
only over the E7 chord; otherwise, the progression is diatonic to the A natural minor scale, 


Fig. 2: application of the harmonic minor scale 



























































[ A natural minor 
Ami Dmi Ami 
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1 A harmonic minor 
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r А natural minor 
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A harmonie minor — (- А natural minor 
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The Melodic Minor Scale 


While the harmonic minor scale "fixes" one perceived flaw in the natural minor scale (i.e. the lack of 
a leading tone), it creates yet another one—an increased gap between the minor sixth and major seventh 
degrees of the scale. Raising the seventh makes this an interval of 1 1/2 steps. When the harmonic minor 
scale is played in its entirety, it sounds somewhat exotic from the viewpoint of Western music, and its 
usefulness therefore becomes limited in this context. In response to this problem, the melodic minor scale 
was created to “fix” the harmonic minor scale while retaining its leading tone. 

The melodic minor scale is created by raising both the sixth and seventh degrees of the natural minor 
scale, Raising the sixth closes the gap between the minor sixth and major seventh degrees of the 
harmonic minor scale, making the upper structure of the scale as "melodic" as that of the major scale. 
Like the harmonic minor scale, the melodic minor scale is commonly seen as an alteration of the natural 
minor scale, and accidentals are used to indicate the raised sixth and seventh within the natural minor 
key signature. 








Chapter 20 


Fig. 3: the A melodic minor scale 
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EXERCISE 2 


Bulld each of the following melodic minor scales by writing the appropriate minor key signature on 
the staff, filing in the scale steps, and indicating the raised sixth and seventh with accidentals, 


D melodic minor E melodic minor 


























C melodic minor. F$ melodic minor 

















G melodic minor 




















F melodie minor G$ melodic minor 
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Cf melodic minor Bb melodic minor 
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In traditional music theory, the melodic minor scale is actually constructed differently depending on 
whether the melody is ascending or descending. This is because the raised tones create an upward pull 
toward the octave in an ascending melody, while the natural minor scale with its lowered sixth and 
seventh creates more of a pull toward the fifth scale degree, another important melodic tone, in à 
descending melody, Therefore, the traditional melodic minor scale has an ascending structure with raised 
tones and a different descending structure that is identical to the natural minor scale. 


Fig. 4: the traditional melodic minor scale 








ascending 





























In contemporary usage, however, the melodic minor scale is built the same way ascending and 
descending, a structure sometimes known as "Jazz melodic minor.” It is primarily used as a scale for 
improvisation in jazz-related styles and is frequently superimposed over chords in various ways far 
different from its traditional melodic usage. These applications will be covered in a later chapter. 

In popular music, the melodic minor scale is rarely used as a complete scale sound. The raised 
seventh is more typically treated as part of the harmonic minor scale (or simply as a temporary alteration 
of the natural minor scale, as explained above). The raised sixth, while it does close the gap between the 
minor sixth and the major seventh, clashes with the other chords of the natural minor scale, which 
typically form the bulk of the harmony of popular songs in minor keys. The raised sixth is more commonly 
heard in the context of the next minor scale, thé Dorian mode. 


The Dorian Mode 


The Dorian mode and its construction have already been discussed in the chapter on modes. In the 
context of minor scales, though, the Dorian mode is frequently used as a key-center scale with its own 
scale harmony, and, in certain styles such as rock, the Dorian mode is as common as natural minor. 

The Dorian mode can be constructed in one of two ways. First, it can be built by applying the key 
signature of the parent major scale, as described in the chapter on modes. Second, the Dorian mode can 
be created by raising the sixth degree of the natural minor scale built on the same tonic. The first view 
shows the overall diatonic relationship of the modes, but the second view is more helpful in hearing the 
relationship of Dorian to the other minor scales, and it is the опе used here. 





Fig. 5: the A Dorian mode 
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In the harmonic minor scale, the raised seventh degree changes the quality of the V chord from minor. 
to major. In the Dorian scale, raising the sixth degree of the natural minor scale has the same effect on 
the IV chord, changing the quality of that chord from a minor triad to a major triad. Dorian scale harmony 
also differs from natural minor scale harmony in other ways. The most important difference is that the 
quality of the Il chord in Dorian harmony is minor rather than diminished, making it less dissonant and 
therefore more useful in chord progressions based mainly on major and minor triads. 





Fig. 6: Dorian scale harmony 
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Chapter 20 
The addition of sevenths to the scale. harmony gives the IV chord a dominant seventh quality and the 
limi chord a minor seventh quality. 


Fig. 7: the Dorian mode harmonized in sevenths 
Ami? Вий Ста? 
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Іші? Пті? ЫПта? Iv7 Vmi? VImi7(53) УУШта7 Imi7 


The variations that occur in minor scale harmony between the natural minor scale and other minor 
scales make the task of identifying key centers by sight somewhat more difficult. For example, a dominant 
Seventh chord may not always be a V chord, and V chord may not always be a dominant seventh chord. 
More than ever, the ability to play or sing the root progression and identify the resolutions by sound is 
important, Especially in modal progressions, the sound of the chords may lead you to a much different 
idea of where the key center is than their appearance on paper. 


EXERCISE 3 


Identity the key center of the following progression, and write the function of each chord below the 
staff, 


% 


Ami D? Ami D? Аш Bmi С D? Аш G Апі 
























































Remembering all of the minor scale variations can be confusing if they are thought of as completely 
Separate sounds. Although the differences are important, the scales are actually much more alike than 
not. By arranging them side by side and comparing them to the natural minor scale, it is easy to see how 
much they all have in common even while the differences are highlighted. 


Fig. 





Natural minor Harmonic minor: natural minor with s raised seventh 
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Melodic minor: natural minor with a raised sixth and seventh Dorian mode: natural minor with a raised sixth 
jie 


= 30. Ф ЕЕ = 


2 
























































The first five notes of each scale are identical, with the variations occuring only in the sixth and 
Seventh degrees. This type of comparison is especially useful when applying these scales to an 
instrument, as the natural minor scale pattern may be memorized and then altered slightly to create any 
of the other scales. in practice, the variations of the sixth and seventh are often used in different 
combinations depending on the harmony of the moment, so seeing and hearing them as versions of a 
single minor tonality reflects the reality in which they function. 
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iViodal interchange 


typical of popular music, but there are many instances in which chord progressions do not 

seem to fit the rules of any one key. Often a progression will be obviously based around a 
major or minor tonic chord but will also include other chords that do not belong to the scale harmony of 
the tonic. The general term that describes harmony that is nondiatonic is chromatic harmony, that is, 
harmony that includes notes that are not found in the diatonic scale. Chromatic harmony is not 
necessarily dissonant. In fact, some very popular styles of music, such as blues and rock, actually 
depend on chromatic harmony for their sound. 

Itis interesting to note that some of the chord progressions that are simplest to hear and play require 
considerable theoretical explanation. This is because the diatonic systems were developed before the 
impact of non-Western styles, such as blues, introduced sounds to modern music that were outside the 
rules of classical harmony, In an effort to expand these rules, various theories have been developed to 
explain how chromatic harmony functions and how it may be quickly recognized and labeled. Over the 
next few chapters, we will explore several of the theories that are the most relevant to the everyday 
harmony of popular music. 


т һе diatonic major and minor systems до a long way toward describing the sounds that аге 


Parallel Major and Minor Keys 


As previously discussed, relative major and minor keys are those that share the same key signature 
but have different tonic notes, such as C major and A minor, or E major and С} minor. Another very 
important relationship between major and minor scales is that of parallel keys. These are defined as 
major and minor keys that share the same tonic note but have different key signatures, such as C major 
and C minor, or A major and A minor. Although parallel major and minor scales sound quite different from 
each other, the fact that they are centered around the same tonic gives them a strong feeling of 
connection just the same, 


EXERCISE 1 


On the first staff, write the C major scale and its parallel minor. On the second, write the A minor 
scale and its parallel major. (Write the sharps and flats before each note as needed.) 


C major C minor 























A minor А major 


























Modal Interchange 


The two basic tonal qualities in traditional Western European music are major and minor. In classical 
music theory, these two tonalities, including the diatonic major and minor scales and their resulting 
harmonies, are referred to as modes, i.e., as the "major mode" and the "minor mode." (This is the usual 
classical meaning for the word “modes,” as opposed to the Greek modes, which have been described 
earlier.) 
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Up to this point, we have leamed and applied the major and minor modes as completely separate 
systems, each based on its own tonal center. A great many chord progressions may be analyzed as 
belonging to one mode or the other, but an equally great number cannot be clearly explained in this way. 
For example, it is impossible to analyze the progression below as belonging to any one major or minor 
key. 


Fig. 1: mixed-mode progression 
Bc Bb E С 
E 























The progression appears to be centered around C major, as it begins and ends on that chord. The 
B» major and E> major chords, however, clearly do not belong to the scale harmony of С major, nor does 
С major belong to their scale harmonies. If the progression is played, there is no doubt that it is very 
ordinary-sounding and not at all dissonant or awkward to the ear. How, then, can these apparently 
unrelated chords be explained as "belonging" to the tonality of C major when they obviously don't fit within. 
the C major diatonic system? The answer lies in the concept known as modal interchange. This explains 
chord progressions like the one above as a product of mixing, or interchanging, the scale harmonies of 
parallel major and minor modes. 





EXERCISE 2 


‘Write the harmonized C major scale in triads, and name each chord. 
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Write the harmonized C minor scale in triads, and name each chord. 




















fact 





that the Eb and Bb chords which defied explanation as part of the C major system do 
belong to the C minor system, The basic concept of modal interchange is that the strength of the 
relationship of both modes to a single tonic allows the scale harmonies to be interchanged in this way. 
Because C major is the tonic chord, the E» and 8» are analyzed as chords that have been "borrowed" 
from C minor, adding color to the original tonality without actually changing the tone center, Given this 
analysis, the scale function of each chord is numbered as follows: 





Fig. 2: mixed-mode progression analyzed 
да Bb 
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С major is the “originar” mode of the progression, so the other chords are numbered as alterations. 
Comparing the major and minor scale harmonies in this way, the numbering of the scale steps for the 
entire key is as follow: 






































Fig. 3: analysis of "borrowed" parallel minor chords 
Ss Rent cde rettet lee 
Major Mode c | оч ка | Е © м | в 
Parallel Minor | сті | p в | вш | ow NN 
Modal Interchange Analysis Imi | m m | туш | Vmi зу! | зуп 
| 
EXERCISE 3 
‘Analyze the progression to find which chords belong to the key of A major and which belong to the 
parallel minor. Write tho chord functions below the staff. ТЬ 
А с D FG A 
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In the greatest number of cases, modal interchange occurs when the tonic chord is major and 
borrowing is done from the parallel minor. Sometimes, though, the process works the other way as well, 
when the tonic chord is minor, and chords are borrowed from the parallel major. 


EXERCISE 4 


Analyze the progression to identify which chords belong to the key of C minor and which belong to 
the parallel major. 


Cmi F Bb в? Спі 
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To number the borrowed major-scale chords, they are labeled as alterations of the original minor- 
scale harmony. 


Fig. 4: analysis of "borrowed" parallel major chords 
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Notice that two of the borrowed parallel major chords, limi and IV, are identical to chords that were 
previously identified as belonging to the scale harmony of the Dorian mode. Also, the V and raised VII? 
have already appeared as chords related to the harmonic minor scale. It is a fact that there is often more 
than one way to explain harmonic relationships, so the important thing is to find the best explanation for 
the required purpose. For a composer, modal interchange is a valuable tool because it offers a way of 
finding new sounds within a familiar system. For an improvisor, relating chords to a specific scale is 
valuable because it quickly provides a set of good-sounding notes without awkward trial-and-error 
experimentation. Each explanation is valuable in its own way without contradicting the other, Musicians 
are known to engage in heated debate over which particular system is best for explaining the most things, 
but exposure to various ways of analyzing chord progressions ultimately creates greater depth of 
understanding and allows each musician to synthesize the personal system that best serves his or her 
‘own purpose. 


EXERCISE 5 





Each of the following four progressions contains examples of modal interchange. First, determine 
whether the tonic chord is major or minor. Then analyze the function of each chord, writing the scale 
step number below the staff. 
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Secondary Dominants 


nondiatonic chords that belong to a single tonality. This chapter, however, will concentrate оп 
another category of chords that fits the same description but cannot be explained by means 
of modal interchange. 


т he concept of modal interchange goes a long way toward explaining relationships between 


EXERCISE 1 


Analyze the progression below, identifying the function of each chord. 


c АТ Dmi [zi c 
=p 


E 


“ 
function: 





























Based on analyses of chord progressions up to this point, it would appear that there are two keys in 
this progression, because there are two different dominant seventh chords; in diatonic harmony, the 
dominant seventh chord is the strongest clue pointing to the key center, because it is always a V chord 
in major keys, and nearly always in minor keys. According to this analysis, in this progression the key of 
C major Is indicated by the G7 chord, and the key of D minor is indicated by the A7 chord. However, the 
Dmi chord is also the limi chord in the key of C. Does the A7 chord actually represent a change of key 
oris there another explanation? 

‘As usual, listening to the progression will unlock secrets that the eye may not see. It will be apparent 
to the ear that the tone center of the entire progression is C, with the A7 sounding like a variation on the 
diatonic Vimi chord, Ami, and the Dmi chord sounding in fact like а limi chord. The change in the quality 
of the A chord increases the sense of anticipation that О minor is about to arrive, but does not signal the 
presence of a new key. The A7 chord is an example of a secondary dominant. 

Although the secondary dominant seems to break the rule that dominant seventh chords function as 
V chords, the rule actually stil applies. A secondary dominant chord still functions as a V chord, but it is 
the V of a chord other than |. In the example above, A7 is the V7 of limi. This analysis shows that C is 
still considered to be the tonic, G7 is the "primary" dominant of the key of C, and the function of A7 is to 
present the Dmi chord in a more dramatic way than would be accomplished by the diatonic Vimi chord, 
‘Ami, The function of A7 is written as “У7ЛГ (spoken as "five seven of two"), making its role in the 
progression clear. Therefore, the complete analysis of the progression is as follows: 








Fig. 1: analysis of the function of the secondary dominant 
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NOTE: The description of A7 as V7/II explains its function in the progression, which is the purpose | 
of harmonic analysis. However, since the root, A, is the sixth degree of the C major scale, A7 

sounds to the ear simply like VI7; that is, its function does not become apparent until the next 
chord sounds and the secondary dominant relationship is established. In everyday musical 
conversation, it is very common for this chord to be described as VI7, as in, "The progression 
goes from | to VI dominant to II-V-1" This description is much quicker for the purpose of 
describing and remembering what chords are to be played than saying, "Go from I to the V7 of ü 
minor," etc. Even while VI7 is the quickest description, to understand harmony it is necessary to 
be aware of the intended function of chords, which makes М?! the best analysis. Know the 
difference between description and analysis, and use the best name for the situation. 


Types of Secondary Dom nants 


this: | 





Secondary dominants may occur in both major and minor keys. The overall rul 


‘Any diatonic chord may be preceeded by its secondary dominant except 
the Vil? chord in major and the Il? chord in minor. 


The exclusion of the М!" and II? chords is due to the fact that these chords are each based on а 
diminished triad, which is considered too dissonant to function even temporarily as a point of resolution. 
Ав the role of the secondary dominant is to increase the sense of anticipation for the coming chord, the 
‘chord of resolution must be able to stand on its own, or the overall flow of the progression is broken. 

There are a limited number of possible secondary dominants; with practice, they become easy to spot 


by eye. 


EXERCISE 2 


‘Each of the following examples in the key of C major or C minor contains опе or more secondary 
© dominants. Analyze the progressions, and write down the function of each chord using the same type 
‘of Roman numeral symbols as shown above, J "ММ," “УТУ,” etc. 
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4 Cmi | Gmi в? E рт» G7 Cmi. 
function: 
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EXERCISE 2 (cont'd) 


















































function: 





























function: 





ET Ab от Cmi 


























function: 












































function: 





Variations on Secondary Dominants 


A secondary dominant is intended to create a sense of anticipation for a certain chord. However, a 
common device of composers is to create anticipation and then deceive the listener, creating surprise 
instead. To differentiate between dominant seventh chords that resolve to their intended chord versus 
those that don't, two types of dominant seventh chords are recognized. The first type, including dominant 
seventh chords that do resolve (such as V7 going to 1, V7/II going to Пит, etc.), are called functioning 
dominant chords. As the name implies, they perform their traditional function of setting up a resolution 
that is then carried out. The second type, including dominant seventh chords that do not resolve, are 
called nonfunctioning dominant chords. These are dominant seventh chords that create a sense of 
anticipation for a resolution that is not carried out, such as V7/VI going to IV, etc. 

Since the dominant seventh chord is used for the same purpose either way, i.e. creating a sense of 
expectation, the analysis remains the same whether it is functioning or nonfunctioning. 











Analyze the first four progressions in the key of C major. They include examples of modal 
interchange as well as functioning and nonfunctioning secondary dominants. Analyze the last 


progrossion in the key of A major. 





Ab 


EXERCISE 3 
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Altered Chords 


ur discussion of chromatic harmony has led us to two ways in which familiar chords are used 
oO in unfamiliar ways to expand the range of sounds available in a chord progressions: modal 

interchange and secondary dominants. In this chapter we will discuss how familiar chords 
may be altered as another way of finding new sounds within both diatonic and chromatic progressions. 


‘Tension and Resolution 


Опе of the basic forces in traditional harmonic progressions is the movement of tension toward 
resolution, that is, the movement of dissonance toward consonance. It is seen most frequently in the 
movement of the relatively dissonant dominant seventh chord toward the consonant tonic major or minor 
chord. This is true whether the movement is from the actual V7 of the key to the | or whether it is from a 
secondary dominant to its chord of (temporary) resolution. An unresolved chord has the power to make 
listeners uncomfortable or tense, and this tension ordinarily needs to be removed or resolved before а 
piece of music is considered to be properly finished. Of course, experienced composers and Improvisors 
are well aware of how these feelings can be manipulated, and modem music is full of deliberately 
unresolved tension, testing the sophistication of the audience. 

One way that tension may be increased in order to make the ultimate resolution more dramatic is by 
altering notes of the dominant seventh chord, ising or lowering them a half step. This means 
replacing some of the diatonic tones within the chord with chromatic tones, creating more dissonant 
intervals leading up to the consonant resolution. Other chord types—major and minor—may be altered 
as well (for example, mi(ma7), ma7(#11), and even the augmented triad, which can be seen as a major 
triad with а raised fifth), but alterations are used most often on dominant chords because the effect of 
tension and resolution is most clearly expressed. 





Building Altered Chords 


The quality of the dominant seventh chord is essentially defined by the combination of the root, major 
third, and minor seventh degrees. If any of these notes are altered, the chord will take on a different name 
or quality. (The perfect fifth, while part of the basic chord structure, does not determine its quality; in other 
words, И the fifth is removed from a dominant seventh chord voicing, the chord quality is stl identifiable.) 
This means that the tones that are available for alteration are the fifth, plus the ninth, eleventh, and 
thirteenth, previously seen as extensions and alsa called color tones because they add "color" to a chord 
without changing its essential quality. 

Altered chord symbols are created by writing the symbol for chord quality (major, minor, or most often, 
dominant), followed by the note or notes that have been altered in parentheses, for example, С709). The 
exception is the raised (augmented) fh, which is indicated by a plus sign before the seventh, as in 0+7. 
(The augmented triad is symbolized by the plus sign added to the letter name of the chord, as in 0+: 
although it is not a seventh chord, it usually functions as an altered V chord.) A chord may contain more 
than one alteration, in which case both alterations are indicated in parentheses and are written on top of 
each other, with the largest number above, as in 670%) 
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On the staff, altered chords are built by following the chord symbol and including all of the notes 
necessary to the basic chord structure as well as the indicated alterations. For now, voicings will be 
written with the notes in order, from lowest to highest. Also, keep in mind that flats and sharps in the chord | 
‘symbol may not always mean the use of flats and sharps on the staff—fiat means "lowered" and sharp 
means “raised,” either of which may be accomplished in certain keys by the use of a natural sign. 


EXERCISE 1 


Build the altered chords on the staff including all of the notes indicated in the voicing from lowest to 
highest. 




































































АЭИ) C69) E9613) 

(1,3,5, 57,9. 811) (1,3, 5,57, 59) (1,3, 55, 57,59) (1,3, 97,9, 513) 
F75) ceno B19) Б 

f: = 
$ : : 
(1,3, 5,07) (1,3, 15,57, 89) (1,3,5. 67, #9) (1,3,95, 9) 

АБ) GH D79) вы 

(4, 3,5, 97,9, 811) (,3,85, 97) (1,3,5, 97, 59) (1,3, 85,67) 

EXERCISE 2 


Identity the altered chords, writing the chord symbol for each above the staff. In each voicing, the 
root is the lowest note. 
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Chromatic Voice Leading 





As discussed in Chapter 15, when chords are combined to form a progression, the way in wt 
notes of one chord connect to the notes of the next in the smoothest way is called voice leading. In the 
case of altered chords, the alterations are specifically chosen to create chromatic voice leading, that 
half-step connections from the notes of the dominant chord (and the altered tones in particular) to the 
notes of the chord of resolution. The chromatic tones may resolve by moving either down or up; as a 
general rule, raised tones resolve upward while lowered tones resolve downward. 

The chord progressions in the following exercise illustrate common examples of voice leading 
resulting from the use of alterations on dominant chords. 








EXERCISE 3 


In each example, write the chord symbol above each chord on the staff. Accidentals apply 
throughout each bar. 


Raised fifth (+ ): The raised fifth of the dominant chord resolves upward а half step to the 
major third of the chord of resolution: 


= 

$ * 

Lowered fifth (#5): The lowered fifth of the dominant chord resolves downward a half step 
to the root of the chord of resoluti 


E " 
$ $ 


Raised ninth (19): The raised ninth of the dominant chord resolves upward a half step to 
the major seventh of the chord of resolutior 
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Lowered ninth (19): The lowered ninth of the dominant chord resolves downward a half 
step to the perfect fifth of the chord of resolution: 
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EXERCISE 3 (cont'd) 


Raised eleventh (#11); The raised eleventh of the dominant chord resolves upward a half 
step to the major ninth of the chord of resolution: 














n т 
E o 
D) = 











ШЕ 


Lowered thirteenth (13): The lowered thirteenth of the dominant chord resolves 
downward a half step to the major ninth of the chord of resolution: 


T ITA 
E E 


If more than one alteration is used in a chord, each alteration resolves up or down according to the 
rules for single alterations. For example, in the following progression, the raised fifth resolves upward and 
the lowered ninth resolves downward. 





























Fig. 1: voice leading with multiple alterations 


© окто) Ста? 
































EXERCISE 4 


Write the chords on the staff using proper voice leading. 
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Altered Scales 


е have seen how major scales, minor scales, and their related diatonic harmonies are 
ММ inseparable from one another; for each scale there are related chords, and for every 

chord there are related scales. The same idea holds true for nondiatonic chords and 
scales. In this chapter, we will look at how scales can be created to fit any type of altered chord, starting 
with the notes of the chords themselves. Scales that are related to altered chords are commonly called 
altered scales, and there are several that are commonly used. 


EXERCISE 1 
Analyze this progression, identifying the key and the function of each chord within the key. 


Dmi? Gmi9 ean 





























What scale or scales will work as a source of melodies over this progression? Although all of the 
chords are diatonic in terms of their scale position and basic quality, the V chord contains alterations that, 
by definition, are outside the diatonic key center scale. What is the “right” scale to serve as a source of 
melodies over this particular chord? Composers and improvisers confront this question regularly and 
need a consistent, clearly understood method for arriving at a solution. 

The basic method is this: 


1. Write the altered chord on the staff, 
2. Tip it over so that the notes are written horizontally within one octave. 
3. Fill in the blanks. 


Most altered chords are dominant chords, either functioning or nonfunctioning. (See the chapter on 
secondary dominants for a discussion of these terms.) Here are some altered dominant chords with thelr 
most practical scale solutions. 


Functioning Altered Dominant Seventh Chords 


‘This is a blanket name for a functioning dominant seventh (or extended dominant) chord with any 
alteration or combination of alterations. The possible alterations are: 


уә 19 о 503 
The choice of whether to name an enharmonic alteration >5 or #11, for example, depends on the 


direction of the resolution, If the alteration resolves upward, it should be named with a sharp, as in #11 ог 
15, If it resolves downward, it should be named with a flat, as in »5 or >13. 








All of these alterations would not typically be voiced in a single chord, but it is possible to construct а 
‘scale that contains all of these notes. This "one size fits all” scale could then be used over any functioning 
altered dominant chord, that is, any altered V7 chord (including secondary dominants) that is resolving to 
its tonic. 

Following the method for creating altered scales described above, the first step is to write а dominant 
chord on the staff including every possible alteration (including the harmonic equivalents). 


Fig. 1: C altered dominant 





























Now "lip the chord over,” and write the notes of the chord horizontally on the staff within one octave, 
writing the harmonic function of each note beneath the staff, including enharmonic equivalents: 


Fig. 2: C altered scale 


mE 
EG == E 


t b9 19 3 #1145 25/613 м 8 























This scale, commonly called the altered scale, contains ай of the possible notes in the chord, so there 
are no "blanks" left to fill in. Although it actually contains only seven different tones, the same as a diatonic 
calo, the structure looks odd on the staff because the flat nine and sharp nine share the same letter 
name and the enharmonic equivalents are included. When this scale is played on an instrument, though, 
it wil become clear that it has only seven distinct tones. As described previously, the choice of which 
particular enharmonic name is correct will depend on the context in which it is used. 





EXERCISE 2 
Write the following altered scales on the staff. 


F altered A altered. 
2- 


e 
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Bb altered D altered 
А 
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$ $ 
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There are other scale solutions in common use that apply to specific functioning dominant chords. 
Two of these, the diminished scale and the whole tone scale, will be discussed in a later chapter. Other 
solutions involve the use of modes of the harmonic minor or melodic minor scales. In fact, the altered 
scale is often described as the seventh mode of melodic minor, e.g., "B altered is the seventh mode of С 
melodic minor." This way of thinking gives rise to formulas for improvising over altered chords such as, 
"Over an altered dominant chord, play melodic minor up a half step." These formulas can help a player 
react to unfamiliar sounds more quickly by narrowing attention to familiar patterns on an instrument, but 
they do not explain the relationships between melody and harmony as clearly as the direct comparison 
between the alterations and the chord structure illustrated by the altered scale. 








Nonfunctioning Altered Dominant 
Seventh Chords 


Since a nonfunctioning dominant chord by definition does not resolve to a tonic, most of the 
alterations that could possibly be used on a chord of this type simply sound awkwardly unresolved, and 
the altered scale has the same effect when used as a source of melodies. The only alteration that is 
commonly used in practice on a nonfunctioning dominant chord is the raised eleventh. To come up with 

| the best scale solution for this chord, apply the same method as already described. 


EXERCISE 3 


Write C7(#11) vertically on the staff, then write it horizontally, keeping all of the notes within one 
‘octave, Wherever there is a missing note, fil in the blank with the diatonic extension. Identify the 


harmonic function of each note. 





cdi) 



































The resulting scale is commonly called the Lydian dominant (or “Lydian flat seven") scale because it 
combines the raised fourth (as in the Lydian mode) with a lowered seventh (as found in the dominant 
seventh chord). The name essentially describes the structure, making a separate interval formula 
unnecessary. 

The Lydian dominant scale is also commonly described as the fourth mode of melodic minor, e.g. "C 
Lydian dominant is the fourth mode of С melodic minor,” giving rise to an improvisation formula, €9. 
“Over a C7(#11) chord, play G melodic minor.” Again. while this is a quick way to find a pattern on an 
instrument, it doesn't describe the actual relationship of the notes to the chord, so it is of limited help in 
truly understanding how the chord and scale are related. 

Also note that the Lydian dominant scale is often applied over unaltered nonfunctioning dominant 
seventh chords simply to create some melodic variety. Experienced players often take liberties with the 
strict, note-for-note rules of chord/scale relationships, treating them more as guidelines, but a good ear 
and sense of style are requirements. 
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EXERCISE 4 


Write the following Lydian dominant scales on the staff. 



























































G Lydian b7 Bb Lydian 7 
$ $ 
J 
E Lydian b7 FLydian b7 
4 5 
$ $ 
E 
Eb Lydian 67 ALydian 57 
4 
$ 





Summary of Altered Chord Scales 


Analyzing altered chords and constructing scales to go with them may seem like a fairly complicated 
process, but in fact the two scales described above can be applied in most situations in which an altered 
scalo is necessary. The basic rule for their application is as follows: 


For functioning dominant chords, use the altered scale. 
For nonfunctioning dominant chords, use the Lydian dominant scal 





There are other altered scales that will be described in later chapters, but these two scales cover the 
widest possible range of applications over altered dominant chords. In the everyday world of popular and 
standard jazz harmony, it is rare to come across altered chords other than the ones that have been 
discussed in this chapter. 

When (nondominant) major or minor chords contain alterations, there is usually an existing scale 
(either а mode of the major scale or an altered minor scale) that matches the sound, 

EXERCISE 5 


What scales or modes already studied in this book provide melodic solutions for the following 
nondominant chord types? 


chord Scale 
ma7(#11) or ma7(5) 
mi(ma7) 


тїт) 
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EXERCISE 6 


‘Analyze the chord progression. Locate key centers, and name an appropriate scale choice for each 


nondiatonic chord. 































































































Gmi Gmi(ma7) бий Gmi6 
Ж Ebma? Cmi? Аті705) 0709.013) 

$ 
W 

Gmi9. Cmi? Е+709) Boma? Cmi? Е+1(#9). 
no Bbma? АЪТ) Gmi? Ami? (95) D+7(b9) 
i 
+ 
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Diminished Seventh 
Chords 





the harmonic minor scale. In this chapter, we will look at diminished seventh chords outside 


т he diminished seventh chord has already appeared once, functioning as the VII°7 chord in 
this diatonic setting and see how their unique structure affects their role in chromatic 


harmony. 
The structure of a diminished seventh chord has already been described as a diminished triad with 


an added diminished seventh interval above the root. 





в? 








diminished seventh interval 


Looking carefully again at the structure of the diminished seventh chord, you might notice that it is 
made up entirely of minor third intervals stacked on top of each other, This structure produces an 
unexpected result: because all of the notes are an equal distance apart, any of the notes may function 


аз the root, and therefore the diminished chord may have four different names. 
EXERCISE 1 
Build the four diminished chords named below, and compare the notes in each. 


ве? 0°7 FT 























The Function of the Diminished Seventh Chord 


The fact that the diminished chord has four possible roots means that its relationship to the chords 
around itis more complex than for other chords. Outside of the diatonic system, diminished chords can 


function in two main ways. 








Function #1: As a substitution for the dominant seventh chord 








EXERCISE 2 


Name these chords in the key of C major. 
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These examples show two ways of resolving to a I chord. In the first example, a first inversion V7 
(G7) chord resolves to 1 (С); in the second example, a root position МІ“? (8*7) chord also resolves to 1. 
As you can see from the similar structure of the two chords, they achieve the same purpose from different 
directions: the root of the V7 chord resolves down a fifth, and the root of the VII*7 resolves up a half step. 
This means that a diminished seventh chord built on the leading tone (major seventh degree) of a major 
or minor scale may function as a substitution for the V7 chord in the same key; in other words, it may 
replace the existing V7 chord and create a different path to the same resolution. The relationship of the 
V7 and the VII*7 resolving to the same tonic chord was already seen within the harmonic minor scale 
harmony, so in a sense this is nothing new. However, the difference now is that this relationship is used 
‘outside of the diatonic structure, in major keys as well as minor. 

Diminished chords are usually named according to which of the four notes is in the bass. The function 
is not affected by the chord name; therefore, any of the four diminished seventh chords may function as 
а substitution for a single dominant seventh chord. 





Fig. 2: vil*7 chords resolving to 1 


























А Dai? вы E кз Ат с 
БЕ 

$ 

analysis: Imi? vir. 1 





Each of these diminished seventh chords contains the note B, which is the leading tone of the C major 
scale. As long as the leading tone is contained anywhere in the chord, itis functioning as а VII*7 chord. 

Going one step further, the function of the. diminished seventh chord as a substitution for the V7 chord 
can also be applied to secondary dominants. 























EXERCISE 3 
Analyze this progression. 
Ста? ce Dmi? Di Emi? 
$ 
function: 





The C#°7 chord is followed by Dmi7. Since С? is the leading tone of D, the C*7 is functioning as the 
VIl°7 of D, substituting for A7, the V7 of D. Since Оті? is the Imi chord of the key center of C major, the 
function of C#*7 is written as VII*7/ (spoken as "seven diminished of two"). Likewise, the D?°7 contains 
the leading tone of Emi7, the liimi chord of the key, so it is analyzed as VII'7/III. 
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Function 82: As a passing chord 











А passing chord is a nondiatonic chord that connects the notes of two diatonic chords, in effect 
"passing" between the two. 



































EXERCISE 4 
Analyze the following progression. 
Ста? ci Dmi? D47 CE 
$ 
function: 








The first diminished seventh chord, C#°7, cont the leading tone of the next chord, Dmi7, just as 
in the previous progression, so it is analyzed as VII'7/II. The second diminished chord, however, does 
not contain the leading tone of the following chord. The C triad with E in the bass is a first inversion | triad, 
and Its leading tone is B, which is not one of the four tones in the 047 chord. Therefore, this diminished 
chord cannot be analyzed as a substitution for a secondary dominant. The alternative is to call ita 
passing chord, connecting the notes of Dmi7 to the notes of C/E, The function of a passing chord is 
indicated simply by its number and quality, so D#°7 is analyzed as #157 ("sharp two diminished seventh’). 











Summary of the rules for analyzing the function of diminished seventh chords 


1, If any of the four notes of the diminished seventh chord is the leading tone of the 
following chord, it is functioning as a уй” chord, or dominant substitute 

2. If none of the notes of the diminished seventh chord are the leading tone of the 
following chord, it is functioning as a passing chord. 














EXERCISE 5 


‘Analyze the following progression. 





AmiT AST Ота? D°7 
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Symmetrical Scales 





symmetrical scale is a scale that is built from a repetitive pattern of intervals. There are 
three symmetrical scales in common use: the chromatic scale, the whole tone scale, and 
the diminished scale. In this chapter, we will look at the structure of each scale and its 


relationship to the surrounding harmony. 


The Chromatic Scale 





The chromatic scale is composed entirely of hall steps, resulting in a total of twelve tones to the 
octave. Depending on whether the scale is ascending or descending, the tones of the scale are notated 
with either sharps or flats, as shown here. 


Fig. 1: the C chromatic scale 


























BNL 


= PEE 
ЕЕ — ЕСС 


Because of its structure, the chromatic scale із not tonal in the same way that а diatonic scala is tonal; 
that is, there is no single note around which the other notes of the scale revolve. Since all of the notes 
are an equal distance apart, any note could serve as a tonic. Given this lack of tonality, the chromatic 
scale as such is not used as a source of melodies or harmonies in popular music in the same way diatonic 
scales are. (The chromatic scale does have this role in music that is deliberately nontonal, or ‘atonal.”) 
Individual chromatic tones show up in a diatonic context as parts of altered chords, chromatic chord 
progressions, and as passing tones between diatonic scale tones. Thus, the chromalic scale as a 
complete structure exists more in theory than in practice and is mainly useful for illustrating the proper 
notation of chromatic tones. 


тһе Whole Tone Scale 
This symmetrical scale gets its name because itis built entirely of whole steps, or whole tones. The 
result is a scale with six steps rather than the usual seven, which means that one letter of the alphabet 


must be omitted when building the scale. As long as the interval structure is correct, the gap may occur 
anywhere, and the spelling of the scale may change depending on its direction. 


Fig. 2: the C whole tone scale 




















= к= Я 





Because this scale, like the chromatic scale, is composed of a single interval pattern all the way 
through, any scale tone could function as the tonic, giving it a similar tonal ambiguity. However, unlike the 
chromatic scale, the whole tone scale does have a practical function in popular music. 
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Ап analysis of the whole tone scale shows that it contains the root, third, and seventh of a dominant 
seventh chord, plus both alterations of the fifth. (The ninth is unaltered.) Some scale tones are spelled 
differently depending on whether they are ascending or descending. 





Fig. 3: analysis of the whole tone scale 




















rz = ЕР 2 t ЕТ 
ПЕ: о s pr. в ию тета 


Note that the b5 and #11 are enharmonic, as are the #5 and 513. This means that, in simplified terms, 
the whole tone scale may be used as a chord scale for any functioning dominant ninth chord with an 
altered fifth (e.g, C+9). 


EXERCISE 1 


Write the following whole tone scales on the staff. 




































































Cf whole tone E whole wore 
E 2. 
é 
A whole tone Bb whole one 
л 
G whole tone Eb whole tone 
4 
ES 
= a} 


The Diminished Scale 


The diminished scale is a symmetrical scale built from alternating whole steps and half steps, 
resulting in a scale with eight different tones. The "extra" note requires that one letter name be duplicated. 
‘There is no precise formula for where this duplication should occur; as long as the order of whole steps 


and һай steps is correct, any spelling is acceptable. 





4:the C diminished scale 
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EXERCISE 2 


Build the following diminished scales on the staff. Begin each scale with a whole step, followed by 
a half step, then a whole step, etc. as shown above. 


кашне в ined 
7 

E = 
Di 


B diminished D diminished 









































E diminished G diminished 
$ $ 


The diminished scale can serve at least two possible functions: 


























1. As a scale for a diminished chord 


The diminished scale functions as the chord scale for any diminished seventh chord, regardless of 
whether the chord is functioning as a МІ? chord оға passing chord. The scale is built from the root of the 
chord, beginning with a whole step. 


EXERCISE 3 


Write a G diminished seventh chord on the staff, followed by a G diminished scale. 


o" 


























«Bb 


Notice that the G diminished scale contains all four notes of the G diminished seventh chord, with the 
scale following a pattem of a whole step then a half step above each chord tone. For this reason, when 
the diminished scale is used as the chord scale of a diminished seventh chord, itis often called the wholo- 
half diminished scale, 


2. As a scale for an altered dominant chord 


We have seen how the VII*7 chord may substitute for a functioning dominant seventh chord to create 
а different-sounding resolution, for example when B*7 is used in place of G7 to resolve to C. Based on 
the same idea, the scale o the МІ”7 chord may be used over the V7 chord itself to create alterations in 
the melody; that is, the harmony (G7) stays the same but the substitute melody (the B diminished scale) 
is used in place of the normal diatonic scale. 
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EXERCISE 4 


Write the one-octave B di 





ished scale on the staff. 

















Сев 


write 


Now write the B diminished scale again, this time with G as the lowest tone. Below the staff, 
te the function of each scale tone in relation to G. 























function: 


ste 
ste 





Notice that when the B diminished scale is rearranged so that G is the lowest tone, the order of whole 
ps and half steps in relation to the starting note is reversed; that is, from G, the first interval is a half 
р, followed by a whole step, and so on. This application of the diminished scale, as an altered 





dominant chord scale, is commonly known as the half-whole diminished scale, or the dominant 


diminished scale 


From the root of the dominant chord, the half-step/whole-step pattern results in a 





dominant scale with these alterations: 


ig 9 ms 





In common practice, the dominant diminished scale is used as a chord scale for any functioning 


dominant chord with an altered ninth. As a rule, if the chord contains an altered fifth, the altered or whole 


ton 


е scales are used. 


EXERCISE 5 


Write the dominant diminished scale from each of the following roots. 
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Symmetrical Scale Summary 


The function of each symmetrical scale can be summarized as follo: 





Scale. Function. 
Chromatic proper notation of chromatic tones 
Whole Tone chord scale for functioning dominant ninth chords 


with altered fifths 


Diminished Whole-half: chord scale for diminished seventh 
chord. 
Half-whole (dominant diminished scale): chord 
scale for functioning dominant chords with altered 
ninths and natural fifths 


NOTE: The altered scale contains elements of both the the dominant diminished and whole tone 
scales and is therefore sometimes referred to as the diminished/whole tone scale. Review its 
construction, and compare it to both symmetrical scales to see why this is so. 


EXERCISE 6 


Analyze the following chord progression, and identify the scale possibilities, including key center 
scales and symmetrical scales. 
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function: 

scale 
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EXERCISE 7 


Identify the scales used in the following melody by analyzing their relationship to the chords around 
them. 
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Diatonic Chord 
Substitution 





he diatonic system is extremely effective for organizing melodies and harmonies into 
Е pleasing patterns in a great many styles of music. As in any system that is used over a long 
period of time, however, people have a need to create change. Certain composers and 
improvisers in classical music and jazz (at least in those styles generally categorized as "art" music, as 
‘opposed to "popular" music) have at various times reacted against the simplicity and over-familiarity of 
the diatonic syslem by going the opposite way, into atonality. Popular music, which is familiar by 
definition, is unlikely to evolve too far in that direction. Instead, popular musicians look for variety within 
the diatonic system by combining the familiar elements in new ways. We have looked at several of these 
ways: chord inversion, extension, and alteration; modal interchange; and secondary dominants. Another 
way is by chord substitution. This means replacing the obvious, expected chord with another that is 
slightly different but that still accomplishes the same function. When the substitute chord belongs to the 
same harmonized scale as the original chord, the method is called diatonic substitution. 

The way that substitutions are chosen is by grouping the diatonic chords into families of related 
sounds and exchanging one for another. This does not mean that the chords are completely 
interchangable, but rather that there are options within each family to create different voice leading and 
subtle emotional variations. The exchange of related chords to create ditferent-sounding progressions 
while staying within the original structure is called reharmonization. 





Chord Families 


Chords in the major or minor diatonic system may be seen as belonging to one of three main families, 
each with a basic harmonic tendency or effect: 


1. The family of the 1 chord is called the tonic family. Its basic effect is to temporarily or 
permanently resolve a piece of music. It is a place of rest, or "home." 

2. The family of the IV chord is called the subdominant family. Its basic effect is to move 
away from the | chord. 

3, The family of the V chord is called the dominant family. Its basic effect is to move 


toward (resolve to) the І chord. 
The basic effect of each of these families can be most easily seen in a blues progression consisting 
only of the main chords I, IV, and М. 
EXERCISE 1 


Below each chord of this blues in C, write the chord's scale step number (I, IV, or V), family пате 
(tonic, subdominant, or dominant), and effect (home," “away,” or "toward"). 


c M aC JE EI f с x c x 











Em 


scale step: 























family name: 
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The remaining diatonic chords—llmi, ІІті, Vimi, and VII*—each belong to one of the three families. 
These families are slightly different in major and minor keys. 


Major Key Diatonic Substitution 


The major key diatonic chord families are as follows: 


Tonic family: 1, limi, and Vimi 
‘Subdominant family: ІУ and limi 
Dominant family: | VandVIF 


The “family relationship" may be seen by comparing the structures of the chords in each family to 
each other, 


EXERCISE 2 | 


Оп the staff, write the triads of each major-key family in root position in C major. Notice how many 
notes the chords within each family have in common. (The same relationships exist for seventh chords, | 
but the structures may be more easily compared with triads.) | 








Tonic ‘Subdominant Dominant | 




















Using diatonic substitution, the blues progression can be transformed into something with а much 
different sound, yet with the same overall chord movement. 


EXERCISE 3 


Below each chord, write its scale step number, and below that, its chord family. 
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Minor Key Diatonic Substitution 


In minor keys, the chord families are slightly different due to the different scale structure and, 
therefore, different relationship between chord roots: 


Tonic family: Imi and эй 
Subdominant family: IVmi, Ше, and М 
Dominant family: Vmi and VII (or V and VII") 


“МОТЕ: As discussed in previous chapters, it is very common in minor keys to replace the v. minor 
chord in the diatonic natural minor harmonized scale with the V or V7 chord, while at the same 
time the bVII chord is replaced with the уй” chord. Although the sounds are different, the same 
family relationships exist either way. 


EXERCISE 4 


On the staff, write the triads of each minor-key family in root position (in A minor). Again, notice how 
many notes the chords in each family have in common. 


Tonic Subdominant Dominant 



































Vw 


The blues progression (in this case a minor blues) may be used again to illustrate the application of 
diatonic substitution in minor keys. 
EXERCISE 5 


Below each chord of this blues in A minor, write its scale step number (Imi, IVmi, or Vmi), family 
пате (tonic, subdominant, or dominant), and effect ("home,” "away," or "toward"). 


Ani ж Ұ Я оі ЖҰ Ami И Emi И А И 
E 
























































Again, using diatonic substitution, the progression could be transformed into something much 
dilferent-sounding, but with the same overall effect in the chord motion. 











EXERCISE 6 


Below each chord, write its scale step number and below that, its chord family. 


Ami c Ami с F Dmi в 























scale step: 





chord family: 








c Ami Emi в Ami 
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NOTE: In triad-based styles of music, the Мі” chord in major and the ii? chord in minor, being 
diminished triads, stand out from the other major and minor triads due to their dissonance. In order 
to suggest those substitutions but avoid odd-sounding harmonies, it is very common to use the 
first inversion V triad in place of the vir" triad in major keys, and the first inversion РИП triad in place 
of the ii? triad in minor keys. Replace the diminished triads in Exercises З and 6 with these chords 
to hear the difference. Chord inversion and chord substitution are two ways of achieving the same 
goal of increasing variety within the diatonic structure, and they are closely related to each other. 





Melodic Substitution 


Diatonic substitution is used not only as a system of chord-for-chord replacement of harmonies. It is 
also seen in cases where the original harmony is retained and a melody based on the substitute chord is 
played over it. This is a very common way for improvisors to increase the amount of melodic variety over 


typical harmonies. 
For example, compare the notes of an E minor seventh arpeggio to the notes of a C major seventh 


chord: 


Fig. 1: melodic substitution 


























сат Eni? 
E = 
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The Emi7 arpeggio contains the notes E, G, B, and D, which are the major third, perfect fifth, major. 
seventh, and major ninth degrees of C. Thus, an E minor seventh arpeggio used as a source of melo 
over a C major seventh chord will produce the effect of C major ninth. 

In the same way, explore the relationship of each diatonic substitution to its parent chord to find the 
added melodic color that results. 
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EXERCISE 7 


In each case, write the arpeggio of the diatonic substitution on the staff, and compare its tones to 
those of the parent chord to see the melodic relationship. 











































































































MAJOR KEY SUBSTITUTIONS MINOR KEY SUBSTITUTIONS 
Parent chord ^ Diatonic substitution(s) Parent chord  Diatonic substittion(s) 
# Саа) Байа) Аніта) Ату Ста) 
comparison of tones: comparison of tones: 
FmaTIV) | Dmillmi) p Dmm) Ват) Fma Vn 
comparison of tones: comparison of tones: 
2 OV) | Вві705ХУШР) p Еші(Уа) 070УІ) 
y $ $ 
comparison of tones: comparison of tones: 





„ EVD Отуп) 


$4 


‘comparison of tones: 


























Diatonic chord substitution and melodic substitution are tools that are used every day by writers, 
arrangers, and improvisors alike. While the principles are fairly simple, they are not infallible formulas— 
becoming a skilled user of these ideas takes practice and a critical ear. As in everything musical, taste 
and style are essential elements that no theory can provide. 








Flat Five Substitution 





nother type of chord substitution that is used in popular music, especially jazz-influenced 
А styles, is commonly called flat five substitution. This occurs when a functioning dominant 

seventh chord is replaced by the dominant seventh chord with its root a flat (diminished) 
fifth interval away. As in diatonic substitution, the result is a change in the bass line and voice leading 
without a change in the overall chord function. Flat five substitution is possible because the two dominant 
seventh chords share the same tritone interval. 








The Tritone 


“Tritone” is another name for an augmented fourth/diminished fifth interval, which can also be 
described as an interval made up of three whole steps, hence the name “tritone.” 


Fig. 1: the tritone 
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‘All dominant seventh chords contain a tritone interval between the major third degree and the minor 
seventh degree, 


Fig. 2: the tritone in dominant seventh chords 
F? „шше с tritone 
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"The tritone is a dissonant interval, and this dissonance at the heart of the dominant seventh chord is 
what gives the chord the feeling of "wanting" to resolve to the consonant major or minor tonic chord. In 
(lat five substitution, the substitute chord contains the same tritone as the original dominant seventh 
chord, meaning that it can resolve to the same tonic even though it is built on an entirely different root. 
(Due to the tritone relationship, flat five substitution is also called tritone substitution.) 


EXERCISE 1 


Write these dominant seventh chords on the staff in root position. 























от рут 
4 
55 
D) 
What is the third of G7? What is the seventh of 7? __ 
What is the seventh of G7? What is the third of 057? 
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Although the roles of the notes are reversed, the thirds and sevenths of the two chords form the same 
tritone interval (B and C» are enharmonic) and thus have the same harmonic effect. 


Fig. 3: resolution of the tritone to the tonic chord 
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In the above example, the third degree of G7, B, resolves up a half step to the root of the tonic chord, 
C, while the seventh degree of G7, F, resolves down a half step to the third degree of the C major triad, 
E. On the 037 chord, the third degree, F, resolves down a half step to the third degree of C, while the 
seventh degree of 057, С> (enharmonic with B), resolves up a half step to C. 


Analysis of Flat Five Substitution 


The most obvious result of flat five substitution is a chromatic descending bass line rather than a bass 
line moving in fourths and fifths. As seen above, the bass line descends in half steps from Оті? to 057 
to C, rather than jumping from Dmi7 to G7 to C. This creates smoother voice leading in the bass without 
changing the harmonic tendency of the chords. 

The substitute chord is analyzed as "7" ("fat two seven"). In addition to our normal У7-І 
relationship, we can now add the fact that a dominant seventh chord may resolve down a һай step 
(017-1). It must be stressed that this only works with functioning dominant seventh chords, A dominant 
seventh chord that does not resolve to its intended tonic may not be replaced in this way. Also, this 
substitution idea only applies to dominant seventh-type chords (including extensions and alterations), not 


to other chord types. 





















































EXERCISE 2 
Analyze the following progressions. 
fi 
pa Ала? Fini] Bri? вт Апа? 
DI 
function: 
Тм DINI байт Cmi? сы Вла? 
ES 
Са 





function: 
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Secondary Dominant Application 


Flat five substitution may also be applied to functioning secondary dominants, as well as V7 chords 
in minor keys. In other words, it can apply to any dominant seventh chord that is resolving, even 
temporarily, to its tonic. The clue for the presence of flat five substitution is the descending chromatic bass 
line. 

Like secondary dominants, flat five substitutions are analyzed according to their function. In the key 
of C major, for example, the progression 67-Ета7 is analyzed as “lI7/IV-IVma7" (lat мо seven of 
four to four major seven"). 


EXERCISE 3 


Analyze the following chord progressions. 























L Emi] АТ рой GT Сет jum Eb] ай DW сы 
% Sed 
function: function: 





Cmi C7 Fmi | Оті?) 07 Сай Gb7 Fmi — Рей) Db7 Cmi 



































function: 








Summary of Rules for Flat Five Substitu! 


1. Flat five substitution applies to functioning dominant seventh-type chords only, not to 
nontunctioning dominant seventh chords or to other chord types. 

2, Flat five substitution results in a chromatic descending bassline. 

3. Flat five substitutions are analyzed according to their relationship to the chord of 
resolution, either the tonic of the key (017-1) or the temporary resolution of a secondary 
dominant (e.g. bII7/IV). 











To the ear, flat five substitution is a subtle change in the direction of the bassline, not a dramatic 
change in harmony. This means that, for example, a bass player can play a descending chromatic 
bassline while the guitarist plays the original llmi-V7-l progression, or vice versa. On-the-spot 
reharmonization is a basic element of jazz performance, and, with experience, musicians learn to judge 
how and when to use it 
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Secondary Dominant Application 


Flat five substitution may also be applied to functioning secondary dominants, as well as V7 chords 
in minor keys. In other words, it can apply to any dominant seventh chord that is resolving, even 
temporarily, to Из tonic. The clue for the presence of flat five substitution is the descending chromatic bass 
line. 

Like secondary dominants, flat five substitutions are analyzed according to their function. In the key 
of C major, for example, the progression G»7-Fma7 is analyzed as “І7ЛУ-ІМта?” (flat two seven of 
four to four major seven") 





EXERCISE 3 





Analyze the following chord progressions. 


























\ Emi? АТ ра? 07 Сайт AE Ej] ай DW) Сы? 
J y 
function fonction: 





Ст Раі _ райф5) 07 Cmi Fmi — Dmi7(»5) 057 Cmi 












































function: 





Summary of Rules for Flat Five Substitution 


1. Flat five substitution applies to functioning dominant seventh-type chords only, not to 
nonfunctioning dominant seventh chords or to other chord types. 

2, Flat five substitution results in a chromatic descending bassline. 

3. Flat five substitutions are analyzed according to their relationship to the chord of 
resolution, either the tonic of the key (HI7-1) or the temporary resolution of a secondary 
dominant (e.g. УИЛ). 














To the ear, flat five substitution is a subtle change in the direction of the bassline, not a dramatic 
change in harmony. This means that, for example, a bass player can play a descending chromatic 
bassline while the guitarist plays the original llmi-V7-l progression, or vice versa. On-the-spot 
reharmonization is a basic element of jazz performance, and, with experience, musicians learn to judge 


how and when to use it. 
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IViodulation 


start in one key and then go to one or more other keys belore returning to the original. This 

change to a different key is called modulation. As with chromatic alterations and the various 
forms of substitution, the reason for modulation is mainly to achieve greater harmonic variety. There are 
two basic ways of modulating, called direct modulation and pivot chord modulation. 





E rom our study of major and minor key centers, we have observed that a piece of music may 


Direct Modulation 


As the name implies, direct modulation is a change of key without any preparation. The effect is 
dramatic and decisive, 

When analyzing a chord progression that includes direct modulation, indicate the original key at the 
beginning of the piece as shown below. It is understood that all chords following that indication are 
numbered in relation to that key. When the modulation occurs, indicate the new key directly below the 
first chord that belongs to it, with the understanding that all of the following chords are numbered in 
relation to that new key, rather than the original. 





Fig. 1: analyzing direct modulation 
c x 6 c 
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Cmajor: 1 ІУ 


у 1 
—— (chords numbered in relation to C) ------------ 


ce Fi 2 ct 
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1 Iv Y 1 
LL (chords numbered in relation to C4) —————— —— — — — — — — 





EXERCISE 1 


Analyze the progressions below, and find the points at which direct modulation occurs. 


L со? C Fm C Fm 07 A E! A Dmi A Doi E? A 





























Е Gmi c Е Dni Gmi ст Е 






























































In each case in Exercise 1, the key change is abrupt, with no hint in the preceding harmony that a 
change is about to occur. The second example, in which the key modulates up a half step, is a cliché in 
pop music arrangements, especially show tunes, when a sudden burst of energy is desired. Direct 
modulation best retains its dramatic effect when used sparingly. 





Pivot Chord Modulation 


This method of modulation uses a chord that is common to two keys as a way of leaving the old key 
and entering the new key. The chord that the two keys have in common is called the pivot chord, because 
from it the progression can "pivot" in either direction. The effect of pivot chord modulation is smooth and 
subtle, with the actual change of key sometimes going unnoticed until after it has occurred. 

There are four steps in pivot chord modulation: 


Step 1: Establishment of the original key; creating a strong sense of tonality through 
the use of the primary chords (I, IV, and V). 





Step 2: Use of a pivot chord; the pivot chord belongs to both the original key and the 
now key. The best pivot chord is usually a chord with subdominant function (IV or limi in 
‘major; IVmi, |е, or УУЛ in minor) that leads strongly to the V chord of the new key. 


used that 





Stop 3: Entry into the new key; tho new key is not established until a chord i 
belongs to the new key but not the old, usually the new V chord. 


Step 4: Resolution in the new key; resolving to the tonic of the new key securely 
establishes the new tonality 


In some progressions we have seen, which include secondary dominants or modal interchange, the 
feeling of а new tonic chord is hinted at but is followed by chords of the original key. In this case, no 
modulation has taken place as the new tonality has not been clearly established. A rea! modulation 
requires a series of chords that establish the new key without question. An important factor is time—if a 
new tonality lasts long enough, even without repeated resolutions to reinforce it, it will take hold in the 
listener's ear as a tonal center of its own. 

Not all modulations are permanent. It is quite common to change to a new key to mark a significant 
new section of a song, such as a bridge, and then return to the original key. If the modulations are artfully 
managed, a great amount of harmonic variety can be achieved without ever losing the sense of structure 
that is central to popular harmony. 





Analyzing Pivot Chord Modulation 


Any analysis of a chord progression including a modulation must make it clear exactly where the new 
key begins so that, from that point on, the functions of the chords are numbered in relation to the new 
tonic. Establish the original key as before, and when the pivot chord occurs, write its function in both the 
old and new keys as shown in Figure 2. 
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Fig. 2: analyzing pivot chord modulation 
























































c от Ami D? с ND с 
Стајос 1 vi Vimi 
Gmajor Пай v т v v 1 
EXERCISE 2 
Analyze the following progressions. Find the pivot chords, and notate the analysis as described 
above. 
D 
С o c Е Dmi от 
Emi AT D о D AT D 





























c Ami F о? с А Ami B7 




















FimiWbs) B7 Emi 



































EXERCISE 3 


‘Analyze each of the progressions below. Find out where the modulations occur and whether they 
are direct or pivot chord modulations. 


1. 
Ami Dmi E Ami в 























С; B7 Emi Ami — B7 
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Afterword 


‘ssuming that you have now completed the final chapter of this book, take a moment to look 
back at the chart opposite the Introduction. What may at first glance have looked like а 


jumble of letters, numbers, dots, and symbols now reveals itself to be a whole series of 
patterns: a Key; a rhythmic feel; a sot of related chords with clearly notated qualities, extensions, and 
alterations; a melody derived from a scale and containing particular intervals; and so on. Before you even 
pick up an instrument to play this tune, you see before you everything you need to know in order to play 
the chords and melody and even plan a solo that fits the changes. Depending on your experience as а 
player and how well your fingers and ears cooperate with your brain, it may take seconds or perhaps 
hours to make it all sound musical, but the point is that you now have enough knowledge to do it in the 
first place. The information covered in this book more than covers the vast majority of day-to-day musical 
experiences that popular musicians encounter. While more complex theories are useful in understanding 
more complex styles of music, their application to popular styles becomes increasingly rare, while the 
simpler structures studied here are practically universal. It may take а bit more time and experience 
before you can glance at a tune and be able to interpret and play it on sight, but at this point there should 
no longer be any mystery as to how it's done. 

As music evolves, and it always will, players will continue to create novel combinations of these 
building blocks. New sounds will become popular and require new names. What today seems strange 
апа esoteric will tomorrow be considered ordinary. With the understanding you have gained of the basic 
structure of music, though, you will be able to absorb whatever comes around and quickly add it to your 
own vocabulary of ideas and sounds. We trust also that in learning this new language you find that you 
have given up none of the inspiration that drew you to music in the first place, but have only found a way 
to express it more easily and clearly to the rest of us, adding your voice to the worldwide musical 
conversation. 
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harmony to one another in the practical world of popular music. Any system of symbols is 

subject to interpretation by different people in different locations with different backgrounds, 
and chord symbols are no exception. Certain chord symbols are internationally understood, while others 
are local and quite prone to misinterpretation. Because of the constantly evolving nature of popular music 
and the fact that many if not most of the musicians performing it are not formally educated, itis unlikely 
that any one set of chord symbols will become and remain the acknowledged standard. The best 
approach is to be flexible, developing a consistent set of rules for naming chords that avoids vagueness 
апа redundancy, while at the same time understanding the ambiguities of many traditional or regional 
names. Much of the communication between musicians, after all, depends much more upon the ear than 
the eye, so sometimes just playing the chord and reacting to the sound itself is more efficient and 
‘meaningful than debating the interpretation of a written symbol. 


е hord symbols are the way that songwriters, arrangers, and players ‘communicate written 











General Rules for Naming Chords 


Taking into account the many ways in which chords may be symbolized, here are some general rules 
and recommendations worth noting. 


* When no symbol follows the chord letter, a major triad is assumed—e.g., the symbol С 
by itself stands for a C major triad. 

* The numbers 7, 9, or 13 alone next to the chord letter means that the chord is a dom- 

inant-quality chord—e.g., СЭ is "C dominant ninth." 

The symbol "ma," meaning “major,” is never used with а chord letter alone, as in "Ста, 

It is always used together with 7, 9, or 13, as in Cma7, Ста, or Cmat3, and means 

that the chord includes a major seventh. 

= The symbol for a minor triad is the letter name of the chord plus “mi,” as in "Cmi." The 
‘same symbol is used together with numbers to indicate other minor-quality chords such 
as Cmi7, Cmi6/9, Cmitt, etc. 

* If the seventh is present in а chord, added tones are numbered as extensions. For 
‘example, adding a sixth to a C7 chord results in "C13." If the seventh is not present, the 
added tone is numbered as a simple interval, e.g., "C6." 

* Chords with extensions are symbolized by the highest extension present in the chord. 
For example, C13 indicates a dominant seventh chord quality with an added thirteenth, 
(The other extensions may or may not actually be voiced in the chord, depending on other 
factors.) 

+ The symbol “+” refers to the augmented fifth only, not an augmented ninth or eleventh. 
For example, the symbol C49 means "C dominant 9 augmented fifth,” not “C augmented 
ninth." 

* All alterations are written in parentheses, such as Cmi7(/5). When more than one altera- 
tion is present, they are shown one above the other, with the largest alteration on top, 
such as C7(3). 

+ #11 chords may contain a natural fifth degree, but b5 chords do not. 

* Eleventh chords may contain a third, but sus chords do not. 











The following is a reference list of chord symbols based on the principles listed above. Also included 
are some common names that you should leam to recognize but that should generally be avoided due 
to their ambiguity. While it may never be possible to achieve total consistency in the world of chord 
symbols, a common-sense regard for clarity will go a long way. 





















































































































































Appendix I: Chord Symbols 
TRIADS TRIADS WITH ADDED NOTES 
SYMBOL NAME AVOID SYMBOL| ХАМЕ AVOID ! 
| 
с C major Cms, Ста} cs C major sixth Cmajóth. C(adda) 
Cmi C minor. C-, Cmin, Cm || сай C minor sixth C6. Спб | 
с Caugmented. CES) Caug.c+s || сөз | Cmajorsixnine | ^ Co(ades).CI3in07) | 
с C diminished Саша, C*(107) Спіб | Cminorsix-nine | €-6(+9), Стойо) 
Cms | C suspended four | — CraddF), (43) C2 | Cmaoraditwo | ^ Cmatadd2). Спот) 
Cmi? | Cminoradéiwo | С4+9). Свети?) 
SEVENTH CHORDS EXTENDED CHORDS 
SYMBOL NAME AVOID SYMBOL NAME AVOID 
Ста? Cmajrsevenh | C7, Са, C7+, СМ? Саид C major ninth Ca9, C749) 
| eni C minor seventh | СЛ, Cm7, Cmin? Спі C minor ninth C9. сито 
с C dominant seventh | C7, C(+7), CO7) © C dominant ninth сте, с} 
en Cgomninant seventh | Сша, СҢІЗ) сю REUS Caug9, СУ +З) 
се C diminished seventh | Cdim?, Cm6(b5) Cms | Сей C*9, C-9(+5) 
Cribs) | Ceg seventh C”, C15, C* C9sus poro cuc | 
ЛЕРДІ eo Спи”. C7 Cmi | C minor eleventh ТЕСТТЕН 
Cms | en Ez mitts) | © н саш. cni 
Cma3 | C major thirteenth сет, Cal3 
C dominant thireenth | . СҚА), СЯН 
ALTERED CHORDS сіз 0 incent («A Codi 
Cl3sos LCD cod. сїз!) 
SYMBOL, NAME AVOID Pueden 
C major ninth 9) 
сб») © 299, Сад OTHER CHORDS 
C major thirteenth m | 
Сашу) C pajos неон са) SYMBOL NAME AVOID 
Cb» | Сит | croco cs C power chord. (no 3) 
He | regine nien exi en C5 add two cocoa | 
41h, | C dominant Шілеетін: m slash C over D C (pure) 
em | арте | ci со | eatea Saan | Б 
ЕДБ) Сеен | сур $ E eoa) | Cirio wad 

















Appendix Il: 
Solutions to Exercises 















































































































































































































































































































































































































































Chapter 1 
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ExS — Dmajr—2 sharps (РЁ, CH; A major — 3 sharps (Fh. 


ЕЗ major — 6 sharps (FI, СІ, G}, Di, At, El) СЇ major — 7 sharps (Ft, C^, G^, 04. At, EX, 89 
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Appendix И: Solutions to Exercises 
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Chapter 4 
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Appendix II: Solutions to Exercises 


Chapter 4 cont'd... 
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Chapter 6 cont'd... 
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Appendix П: Solutions to Exercises 


Chapter 7 cont'd... 
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Chapter 8 cont'd... 
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Solutions to Exercises 





Appendix 1 




















































































































































































































Chapter 9 
ENS easi 4 Р 
5 р 
Е: . . 
== 
р : 
B ^ p 
Е à — 
Chapter 10 E. 
ext 4. боо ю boem, lat i gh) A». E. Emi, O^ Dini Foi, Bri, Өлі, От, В, C^. 


2. major, А major, E тер. D majo, Ву major, A major 
3.0 major, @ major, E major, В major, О major, A major 
лез то» 
boten isle mca 5% 
не ч 1.С-ғ-0-0;ғ-8-с-ғ:0-с-0-с 
2. 8-Gri-Cmi-F; C-Bmi-Emi-X: Ю-От-Рт-® 





































































































































































































ыш 3. A-C'mi-Fimi-D; Ae-Cmi-Fri-Os; E-Ghmi-Cim-A 
Exs 

1 keys t| 1 | ti | meni] iv | v [мен vir Trui 

Стао |с [он еч е [в | m| & ae, 

Fmaor | F [Gm| Am] ® | c |ow| € penres 

Gmajr [в Aw[sm| c | o | emi] Fr NHAU ar 

wm | & | cm [отв [Е | Gm] ^ e ret be 

отан | 0 етее G | ^ [вм | cr 

Ema |E [тт [бт] ^ | & | cml о” ae 

Amir | A ач [сео | € | Fm) бе Vir Ok np Rhe 

Amar [^ [Вет Ге Ген o Croatiae 

Emaor | E ет |с ^ | в [Cmi] 0 AA ел айы 

отан | [Emil em] ® | ® [вч] с а 

атаке |8 [стот Е | + |em|^* S RR 
Eri-F-C-G-8"-C-m-G 

ы? ——— 



































150 
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Appendix П: Solutions to Exercises 
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Appendix II: Solutions to Exercises 





Chapter 15 cont'd. 
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Appendix II: Solutions to Exercises 


Chapter 17 
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Appendix 


Chapter 19 cont'd... 


I: Solutions to Exercises 
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Ex.6 1, A minor: тИ? 
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Appendix И: Solutions to Exercises - 
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Appendix ll: Solutions to Exercises 
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кет 1 tonio, homa; IV, subdominant away; tonic, ERE 
nore; V, dominant, онал | eric, ome. m— == 
= ЕЕ 
кєз Бани (оле), Уели (боліп к=з GIGS AC ЕЕ 
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Chapter 29 
тол 1. С major: I-V7-I-Vmi-I-Vmi-VT 
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Аллу 





2. F major: ілімге 
FE major: IHImi-VT-I-Vimi-limi TA 
Ex2 1.6 major: I-7-I-IV-limi-N7-llis (pivot chord) 





D major: lli-V7-I-IV-I-VTH 
2. C major: I-Vimi-iV-V7-I-Vimi (pivot chord) 

Е minor: ІМті-У?-іті-іту205)-у7-іті 
Без 1. Aminor.Irs-IVmi-V7-Imi-hVIL- (pivot chore) 


E minor: NI-VT-Imi-Mmi-T-i 





2. Eb major: I-Vimi-IV-V (direct modulation] 
C major: Нм 
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